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Abstract
This thesis examines the constitution o f Taiwan's dance in higher education 
by focusing on the changes it has undergone to achieve and maintain its 
institutional status. Historical shifts that had taken place in dance in higher 
education are studied in four areas: the social value o f dance; political interference, 
the influence of foreign cultures, and the violence o f power relations. Recent 
changes are examined and analysed in primary and secondary data using 
interdisciplinary methods from historical and cultural studies.
Pierre Bourdieu's five key concepts: field, agent, habitus, forms o f capital, 
and symbolic violence, provide the analytical framework for analysing the 
motivation, process and consequences o f change. In addition, methods o f social, 
cultural and historical analysis contribute to the discussion o f the historical 
constitution o f dance as an institutional disciplinary specialisation and to the 
consideration of problematic issues in the present. Particular attention is given to 
inequalities created by control o f power-knowledge in dance in Taiwan's higher 
education. First-hand material has been gathered from interviews and the personal 
experience of the researcher.
This thesis first draws on dance's history before the establishment o f dance 
in higher education since the late nineteenth century, to provide a background 
analysis o f changes in political, cultural and social practices, which have affected 
people's attitudes and aesthetic judgement toward dance. Then it moves on to 
discuss the significant changes that have taken place in dance in higher education 
in two periods: the martial law period and the post-martial law period.
Two case studies were carried out to provide better understanding o f the 
effects of a government controlled student mission and the educational reforms of 
dance in the higher education field. Drawing on interview material and original 
research, I suggest that the unequal power relations that currently exist are mainly 
a by-product of an education system which has created arbitrary values for a group 
o f dominant agents.
This thesis concludes by pointing out how changes in dance in higher 
education through time are the result o f interactions between institutions and 
individuals under the pressure o f symbolic violence derived from dominant social 
values, political interference and colonising cultures. Such violence has created 
effects in pedagogical reproduction, resulted in the arbitrary control o f  the 
holders o f power, including experts and non-experts in dance, and created a 
separation amongst dance agents. Given my understanding of dance as an 
institutional power, a more diversified dance pedagogy in the curriculum is 
therefore a challenge facing the dance field and a goal for its future development.
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Part I
The Background
Chapter 1 
Introduction
This thesis has four aims: to analyse changes in the social value o f 
dance in Taiwan; to analyse the effects o f political interference on dance's 
development in higher education; to examine the influence o f foreign cultures 
on dance development; and to bring to light the power relations and 
coercive/symbolic violence that have shaped the field o f dance in Taiwan. 
These four aims will be achieved through an examination o f the relationship 
between the state, the society, and individuals and groups within the dance 
field, specifically in higher education, in Taiwan.
The discussion is concerned with the institutional disciplinary power o f 
dance in higher education in Taiwan, and its structures and systems instituted 
in the mid-twentieth century. As the original impetus for this study, many 
questions have arisen related to how dance became an institutional 
disciplinary power, how that power functions, and how this has affected the 
development o f dance in Taiwan. In order to draw explanations for these 
issues, I set out to investigate the initiatives and outcomes o f changes in the 
dance field.
Identifying and explaining the institutional disciplinary power o f dance 
requires a variety o f  analytical approaches and research traditions. In this 
thesis, French sociologist Pierre Bourdieu's theory, which covers a wide range 
o f socio-political and educational issues, is applied as the main analytical 
framework whilst another research method is applied to further explain the 
Taiwanese context. Also as part o f the conceptual framework is the primary
data collection. As for the secondary data, theories in relation to social, 
historical and cultural analyses are provided, and these are applied to the 
interpretation o f  different changes in dance in higher education. The 
fundamental o f all analyses is the Bourdieuian’ approach that attempts to 
disclose the overt and covert violence that have an effect in forming and 
changing the practices, dispositions and judgem ents o f dance institutions and 
individuals.
In this thesis, violence means an inexorable force that subjugates its 
'victims' to behave in a certain way. Overt violence refers to violence that is 
openly announced and almost nonnegotiable such as government rules during 
the martial law period. Covert violence refers to pressures that are usually 
unnoticeable and often recognised as normal such as social ranking system. 
These two kinds o f violence often work together to evoke changes and the 
shifting o f power relations in the field. In other words, powers that exercise 
controls in the field can be affected significantly by the jo in t forces o f overt 
and covert violence. Dance as an institutional disciplinary power thus has 
developed through interactions with different violence.
The research project was derived initially from my professional 
experience as a dance teacher in higher education in Taiwan. My experience in 
this field during the past three decades (from being a student and later as a 
teacher in dance) saw the development o f dance in Taiwan influenced by 
various social and political factors, such as aesthetic preferences and 
government policies. To be specific, my training as a dance student in Taiwan 
came from studio training in private dance schools in the 1970s and early 
1980s. I participated in many different kinds o f dance activities throughout my
student life, especially the annual Competition o f Chinese Traditional Dance 
during the late 1970s. From the mid-1980s through early 1990s, I acquired 
dance training in higher education in the US and received a BA from Hunter 
College o f the City University o f  New York and an MA from New York 
University, specialising in modern dance technique and dance pedagogy. In 
1992, I took the offer o f a full-tim e teaching position in the dance department 
at the Tainan Junior College o f Home Economics (now the Tainan University 
o f Technology) in Taiwan.
During the early years o f my teaching at this institution, I received 
warm feedback from many students by teaching modern dance technique based 
on my own materials. Prior to that time, it was common to teach modern dance 
classes with a typical style such as the Graham technique or the Limon 
technique, so there was not as much diversification in teaching styles as there 
is today. Meanwhile, I also heard complaints from students who were fond o f 
popular dance but could not escape courses such as ballet, modern dance and 
Chinese dances in order to fulfil their major requirements. Similarly, most 
dancers who specialised in popular dance experienced difficulties in getting a 
full-time teaching position in the higher education. Thus, by holding a 
post-graduate degree in dance from the US, being specialised in modern dance 
and working full-time at a higher education institution, I found my 
professional position in Taiwan placed in a more secure and dominant circle 
than many others.
However, my social position as an outspoken Taiwanese woman with 
higher education training in the West was unusual at this institution in the early 
1990s. My thinking and behaviour were not always in conformity with my
colleagues. For example, situations that I considered unfair such as praising 
submissive attitudes as good virtue or denying assertiveness for women was 
seen as normal by many, men and women alike. My concern for a more flexible 
curriculum for the students was considered unrealistic by many staff. In 
addition, I found many dance students and dance teachers, who, although they 
felt suppressed, considered the situation normal. Many chose to submit to 
traditional, submissive way o f practices rather than taking a risky, progressive 
step forward.
Consequently, spoken and unspoken pressures that I sensed or observed, 
through time, ignited the first flame for a study on the unequal situations o f 
the dance field. That first flame gradually grew into a research plan examining 
changes that have established and affected the structure and practices o f dance 
in higher education in Taiwan. I wanted to investigate the forces that propelled 
the development o f dance as a subject in academia, highlighting when 
important events happened and who was involved in these events. Thus I 
developed a more coherent research project aiming to locate explanations for 
these questions. The following four points are the research aims and the 
rationale o f the aims o f this thesis.
Aim one: to analyse the changes of social value of dance in Taiwan
My initial purpose in this thesis is to analyse how the social value o f 
dance has changed from a form o f low entertainment to a subject in academia. 
To start, I intend to analyse the original functions o f dance (before it became 
an independent subject o f study) in order to locate the bias against it and to 
identify the violence which had evolved from aesthetic preferences, social 
transformation and cultural practices. Then, I aim to bring to light changes in
value in the establishm ent o f dance in higher education. The focus will be on 
explaining the changes in social perceptions that promoted dance to become an 
institutional discipline by looking at the relationship between the government 
and individuals involved in dance. Finally, my attention will be on the changes 
o f value in practices, preferences, behaviours, beliefs and attitudes in dance in 
higher education. I will examine how these values associated with dance 
changed in society and in higher education.
It seemed crucial to analyse the changes o f social value o f dance 
throughout its development in order to understand how dance has been 
transformed from a form o f low culture to a symbol o f higher status. Often, 
social factors such as customs, religious practices, lifestyles and the 
philosophy o f life determine the status, function and value o f dance in a 
society. These social factors may be modified from time to time for various 
reasons, such as a change o f political regime, which often imposes new rules 
in order to create a new social order (Dirks, 1992; Russell, 1992). How these 
factors relate to shaping perceptions o f dance is o f central importance here.
Aim two: to analyse the political interference on dance
Political ideology has been influential on dance throughout its 
development in Taiwan. I intend to provide evidence for analysing political 
influences on dance in historical events and in the contemporary era. The main 
focus is on the martial law period (1949-1987)^, since dance in higher 
education was established at the onset o f the period. To be specific, dance was 
promoted by the government for political purposes and dance education 
became a means o f spreading government propaganda. By revealing the 
influence o f politics, taking place covertly and overtly in the development of
dance in higher education, this thesis attempts to m anifest the mutual benefits 
which existed between politics and dance during this particular period. That is, 
by using dance as a tool, a political ideology such as anti-Communism and 
patriotism penetrated deeply within the field, and dance benefited because it 
received lavish financing from the government. I will also examine how much 
this political influence is still at work and how much the effect has been 
reproduced at present.
In order to analyse the political interference on dance I hoped to show 
the effects o f  government involvement in dance development. In particular, 
this thesis discusses the double-edged effect o f limiting creativity yet 
increasing opportunities that resulted from the intense political interference 
during the martial law period. My argument is that dance in Taiwan during the 
martial law period was politically oriented and I examine several instances o f 
political interference, including the organisation o f  the M ilitary Recreational 
Troupe, the Competition o f  Chinese Traditional Dance and Dance for Cultural 
Diplomacy by state and private groups. I also suggest that although most 
dancers' creativity was strictly limited in this period, many o f them chose to 
accept the ideology because by doing so they were able to receive higher 
financial and social support than those who chose not to.
Moreover, this thesis demonstrates that when the influence o f politics is 
imposed implicitly, it often works most profoundly. Implicit political 
influence on dance can take place through many means. One example was the 
Chinese Youth Goodwill Mission (CYGM), a government supported mission 
carried out annually by university students to perform overseas (1974-2001).^ 
Intended as an instrument o f cultural diplomacy, the CYGM experienced
political interference, though at the time this was almost com pletely unnoticed 
by most dancers associated with it. My detailed case study o f the CYGM 
explains the group's significance to dance in higher education and how politics 
extended its influence even after martial law was abolished.
Aim three: to examine the influence of foreign cultures on dance development
Taiwan has been greatly influenced by foreign cultures since the 
nineteenth century. This influence has come from China, Japan, Europe and 
America. My aim is to examine the changes which have resulted from this 
foreign influence throughout the development o f dance in Taiwan, with 
particular attention on higher education in the contemporary era. Specifically, 
I intend to show how foreign influences promoted the establishment and 
transformation o f dance in higher education. The purpose is to explain my 
argument that colonisation, which was responsible for changing political, 
cultural and social practices, was also key in affecting people's attitudes and 
aesthetic judgem ents towards dance. Additionally, foreign influence in the 
contemporary era is interpreted as a form o f cultural colonisation. This 
interpretation can be understood from examining the changes that have taken 
place in the dance field during the last decade.
The impact o f foreign influences that have occurred in the dance field, 
specifically in higher education, is treated historically, in order to support my 
argument that foreign cultures (especially through colonisation) have been 
influential factors in the field. By examining relevant evidence, my analyses 
concentrate on how foreign influence was/is in effect in the past and at present. 
For instance, it was the culture brought to Taiwan by Chinese settlers before 
the nineteenth century that imbued the local culture with a general disdain o f
dance. Japanese colonisation, on the other hand, introduced western dance 
forms such as ballet and social dances to Taiwan as part o f the movement o f 
w esternisation/m odernisation during the first ha lf o f the twentieth century. 
Chinese influence was reasserted by the N ationalist government during the 
post-World War Two period whilst American and European influence began in 
the second ha lf o f  the twentieth century and continues to this day.
Foreign influence in the contemporary era is a form o f cultural 
colonisation, which, together with other social factors, like the declining birth 
rate and new government policies, induced transformation in dance in higher 
education. With this in mind, I have conducted an analysis o f how major 
changes in dance education relate to trends in leisure studies, integrated 
learning in the elementary and secondary school system, and also policies o f 
cultural and creative industries. In doing so, I aim to bring attention to the 
transformations in the current situation. Amongst these changes, educational 
reforms in the Tainan University o f Technology (TUT) have attracted special 
attention for this research. TUT was the first institution to establish a 
department that emphasises recreational dance, in a shift away from the old 
curriculum which considered recreational dance as being o f marginal 
importance. For this analysis I examine the reasons for instituting these 
reforms, the methods in which they were instituted, and the consequences that 
the reforms brought about.
Aim four: to bring to light the power relations and the violence in the field
Dance development is often involved with the operation o f power, and 
many o f the individuals and institutions involved in the field have had to cope 
with violence, coercive and/or symbolic. My aim is to locate the shifting o f
power relations and the violence o f dominant cultural groups that have 
affected the dance field. The main focus is to expose the symbolic violence 
that is usually unspoken or misrecognised as normal in the dance field, 
specifically in higher education, and to assess the outcomes produced by that 
violence. By discussing the exercise o f violence and shifting power relations 
in the dance field, this thesis attempts to analyse the separation between the 
dominant and the dominated groups.
In each part o f the thesis, including the historical background, the 
martial law period and the post-martial law period, I have located the positions 
o f key agents in the dance field in order to discuss the shifting o f power 
relations. By analysing what the factors were/are and how dance has been 
misunderstood or manipulated by the agents within the field, these discussions 
lead to better understanding o f the characteristics o f the dance field. Moreover, 
by identifying the violence that exercises its power symbolically in higher 
education, I have tried to uncover problems that have been overlooked or not 
discussed. The separation between the dominant and the dominated groups in 
Taiwan's dance field has, for instance, never been discussed. My argument is 
that when violence works implicitly it induces a separation between the groups 
and therefore affects the position o f all activity in the field. Therefore, this 
thesis looks at the exercise o f symbolic violence in order to analyse the reason 
for the separation and to discuss possible modifications.
1.1 The research structure and outline of contents
This thesis is composed o f three parts divided into eight chapters. Part 1 
contains Chapters 1 , 2  3 and 4, and provides the introduction and the
background reference o f this thesis. Part II, which includes Chapters 5 and 6, 
discusses the political interference experienced in the dance field, particularly 
in higher education, during the martial law period. Part 111 includes Chapters 7, 
8 and 9 and examines the transformation o f the field in the post-martial law 
period and explains the conclusions o f the thesis.
Chapter 1, the introduction, gives an outline o f this research. It begins 
with the research aims that 1 wish to examine, the rationale o f the research, the 
research structure and outline o f contents. Then it gives an overview o f 
Taiwan in relation to its geographical location and recent history. This 
overview is provided as crucial background reference before further 
discussions o f any topics related to Taiwan. Following this section is a brief 
introduction o f  the research methods applied in this thesis. Then there is a 
section on research limitations in which I discuss the problems that I have 
encountered during the research process.
Chapter 2 is the literature review, which discusses existing documents 
from Taiwan that are related to the research topics. These documents provide 
up to date information about dance in Taiwan's higher education, including 
historical references, influential figures and current research projects. As 
secondary data, they are used extensively to allow this research to relate to 
current thinking published in English, e.g., research in both dance in American 
higher education (Hagood, 2000) and dance for cultural diplomacy (Prevots, 
1998). In addition to drawing from the field o f dance studies, the literature 
review also includes sociology, history and cultural studies because dance has 
never developed alone but instead has closely interacted with other social 
developments.
Chapter 3 explains in detail the methodology applied in this thesis. It 
discusses the Bourdieuian approach, specifically how the five key concepts o f 
Bourdieu's framework (i.e. field, agent, habitus, forms o f capital, and 
symbolic violence) have been applied. Then it discusses the theory and 
analysis method o f primary data collection.
Chapter 4 gives a brief historical background o f the development of 
dance in Taiwan before the establishment o f dance in higher education. 
Through this historical appraisal, the perceptions o f how dance changed at two 
different political stages, the Manchurian Ching Dynasty Empire and Japanese 
imperial rule, can be understood. That is, the value o f dance during the 
Manchurian Ching Dynasty Empire was low and insignificant whilst during 
Japanese imperial rule its status was greatly enhanced and considered to be part 
o f high culture. In both periods, the value o f dance was determined by 
socio-aesthetical dispositions. Discussion o f the historical background in this 
chapter sets the foundation for a better understanding o f the establishment and 
development o f dance in higher education in Parts II and III.
In Part II, Chapter 5 gives examples o f the function and habitus o f  dance 
during the martial law period. This chapter also reveals how politics has affected 
the social value o f dance and the development o f dance in higher education 
during this period. It is suggested that dance as a political tool was one o f the 
main reasons for dance to become a major for study in higher education. 
Examples such as dance in the military troupes, the Competition of Chinese 
Traditional Dances, and dance for cultural diplomacy are listed for discussion. 
Each example demonstrates that political ideology and propaganda were 
incorporated into dance performances in this period as a means o f inspiring
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patriotism and anti-Communism. Moreover, many dance artists exercised 
individual agency to adjust their practices to suit political needs in order to 
accumulate cultural, economic and/or social capital to secure their social 
positions.
Following this discussion o f the political influences on dance in Chapter 5, 
Chapter 6 contains analyses o f the voices o f selected agents and concentrates on 
the interviewees' experiences o f participating in the Chinese Youth Goodwill 
Mission (CYGM), which recruited students in higher education and utilised 
dance for cultural diplomacy. Their voices suggest that political influence has 
had a strong impact on the participants although some are ignorant o f the effects. 
By focusing on the habitus that the CYGM created, I aim to analyse the attraction 
o f such an institution, to discuss its institutional power and control over the 
participants, and to unveil the symbolic violence that was formed through the 
mission.
In Part III, Chapter 7 looks at the major social changes that have 
affected dance in higher education in the post-martial law period. It begins 
with a summary o f the m ulti-directional development o f dance due to social 
transformation after the abolition o f martial law, and then focuses on the field 
o f higher education. Special attention is placed on changes derived from 
foreign influence and government policies that have affected the functioning 
o f dance in higher education. The three assessed areas: change resulting from 
the trend o f Leisure Studies, as well as the impact o f change on the school 
system and also the policies of cultural and creative industries, demonstrate how 
the habitus has changed in the field, and why dance agents exercised their
agency to adjust to or resist these changes. I also discuss how power relations 
between institutions and individuals have been affected by the changes.
Chapter 8 focuses on the interviewees' opinions about the reforms in 
dance in higher education at Tainan University o f Technology (TUT). Through 
their voices, this chapter examines the effect o f violence in the field and the 
change occurring in individual practices and perceptions o f dance. This case 
study is related to my nearly two decades o f teaching experience at this 
institution. To be specific, a driving force has propelled me to discuss some o f 
the unspoken situations in the field by using TUT as an example. The analyses 
first locate the violence derived from authoritative power and control in the 
field and the institution. The analyses reveal that getting a diploma in dance, 
as a source o f symbolic violence, is the source that determines a dance agent's 
social status. Equally important, this symbolic violence determines a dance 
genre as high or low art and the ranking o f an educational setting o f dance. 
Thus, the diplomas determine the dominant group from the dominated group. 
Nevertheless, the agents' voices also indicate that although the reforms have 
lasted for only two years, the process has had a notable impact on some o f the 
practices and perceptions o f dance and thus has affected the individual habitus. 
Whether or not change in an individual habitus evolves into change in the 
collective habitus requires further study.
Chapter 9, the Conclusion, ties the analyses and my arguments together to 
close the thesis. I first review and examine the extent to which my aims have 
been achieved. At the same time, I discuss the impact and significance o f this 
research within the context o f dance in higher education in Taiwan and evaluate
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the research's contribution to the field o f dance studies. Finally, I propose a 
suggestion for the future development o f dance as a discipline in Taiwan.
I developed the structuring o f the chapters for this thesis in order to cover 
historical developments in each period o f time and to probe the study focus from 
general political discussions to specific appraisals o f context. Within the three 
parts, Chapter 4, a historical appraisal in Part I, contains discussions o f dance in 
Taiwan before dance was included as a subject in higher education. The chapters 
in Parts II and III contain discussions about changes in dance as a discipline in 
higher education, using the abolition o f martial law as the dividing line. Both 
Parts II and III open with a contextual chapter that contains a profile o f dance 
development during the 1980s before the end o f martial law, and then in the last 
decade, with three topics presented as examples o f major development in each 
period. A chapter o f case study follows which focuses on one o f three topics 
discussed in the opening chapter. Since the focus o f this thesis is on the changes 
in dance in higher education, I concentrate my research analysis on Parts II and 
III, using the discussions o f Part I as background.
1.2 A geographical and historical overview of Taiwan
This research focuses on the nation-state o f Taiwan. Figure 1.1 in the 
following page illustrates its geographical location as an island in East Asia lying 
between the Pacific Ocean and the Taiwan Strait, which separates Taiwan from 
China. The total area o f Taiwan is just under 14,000 square miles with a total 
population o f around 23 million consisting mainly o f indigenous tribes and 
descendants of immigrants from China. This small island has been colonised 
several times as will be explained. Its old name, Formosa, was given by
Portuguese sailors in the sixteenth century, and means 'beautiful'. Until the 
seventeenth century, Taiwan was inhabited primarily by aborigines, although 
records show the occurrence of Chinese immigration in small numbers from as 
early as the seventh century (Lin & Keating, 2001).
The first Europeans to set foot on the island were the D utch who 
occupied the south in 1624 and used the area as a trading base. The Spanish 
bu ilt a fo rt near w hat is now Taipei in 1626, but they w ere expelled  by the 
D utch in 1642. A C hinese adm iral loyal to the crum bling  M ing D ynasty, 
K oxinga, la id  siege to the D utch stronghold  in the south o f  Taiwan in 1662. 
forcing them  out a year later. Taiwan then becam e a te rrito ry  o f C hina un til 
1895. It is b e lieved  tha t the abo rig ines in Taiw an had ex isted  long befo re  
the island of Taiwan was discovered by 
the Chinese and the Europeans (C. F. Chao 
2005; K. M. Hsu, 1993; Ming, 1989; S. S.
Wang, 1993, 2001). Initial studies o f the 
indigenous populations were carried out 
by the Dutch during their brief occupation 
o f Taiwan, but the aborigines have been 
misunderstood and ignored, particularly 
their culture, which include their 
traditional dance, by most ruling 
governments until quite recently (K. M.
Hsu, 1993, p. I; S. S. Wang, 1993, p. v).
Figure 1.1 Map of Taiwan (GIO, 2007)
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Other than the aborigines, most people in Taiwan before the seventeenth
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century were descendents o f the ethnic Han peoples from China (GOT, 2006; 
Ito, 1996). Many o f these were from south-eastern China, who came seeking 
new opportunities in Taiwan and by the seventeenth century, the Hans were 
the major ethnic group (Lin & Keating, 2001). The settlers carried to Taiwan 
the life they would have had in their original hometowns, including lifestyles, 
religious practices, recreational activities, and Confucianism (K. F. Wang, 
1991). The descendents o f these ethnic Han people started calling themselves 
Taiwanese instead o f Chinese from the nineteenth century onwards (Lien, 
1933/1987). This Chinese culture gradually developed into one that is similar 
yet different from its origin (Lien, 1920/1995). These new Taiwanese looked 
down on the aborigines and their traditions (K. M. Hsu, 1993; S. S. Wang, 
1993).
In 1895, Taiwan became a colony o f Japan as a result o f the Treaty o f 
Shimonoseki, ushering in a period o f colonisation that lasted for fifty years until 
the end o f World War Two (Gann, 1984; GIO, 2008; Tsurumi, 1984, p. 279)."  ^
Although foreign nations from Europe brought the very first wave o f technical 
development in the seventeenth century, their influence did not have as strong 
an impact as Japan's (Lin & Keating, 2001, pp. 1-12). Indeed, the new 
information and technology brought from Imperial Japan was substantial, 
creating a wave o f modernisation in Taiwan in the early twentieth century 
(Hsueh, 2005, p. 9). The Japanese imperial government started to enforce the 
development o f  all its colonies by strengthening transportation facilities, 
public hygiene, environmental policies and other policies (Ho, 1984). In 
Taiwan, it also promoted agricultural productivity and introduced modernism 
in education, visual arts, literature, music and dance (Hsueh, 2005; C. Y. Lu,
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1995a, 1995b; Tsurumi, 1984).
From the Imperial Japanese perspective, the aim o f colonisation was to 
imbue its new colony with a view o f what a modernised culture should be like. 
Therefore, the Japanese colonial era's greatest impact was on Taiwan's culture 
and education. M odernised Japanese education was an important part o f  the 
Meiji Restoration's 1868-1912 mandate, and Taiwan was used as a testing 
ground for colonial education (JICA, 2004, p. 14; Komagome & Mangan, 
1997).^ As part o f the curriculum for elementary education, courses such as 
western style art, literature and rhythmic training became popular amongst 
students (L. C. Chang, 2006). Some found western arts fascinating and 
continued their studies in Japan. As they came back to Taiwan, exhibitions for 
paintings and concerts for music and dance were held in public places (P. C. 
Chen, 1995; Hsueh, 2005; C. Y. Lu, 1995a, 1995b). By the early 1940s, many 
Taiwanese actively pursued modernisation and came to be considered modern 
Taiwanese elite class (C. C. Chen, 1988; Wong, 2003). This trend continued 
after the Japanese occupation ended in 1945.
The Nationalist government came to Taiwan in 1949 when the Chinese 
Civil War (1945-1949) ended and hence Taiwan, and its peripheral islands, 
became known as the Republic o f China (ROC).^ Mainly consisting o f 
members o f  the Nationalist Party, Kuo-Min-Tang (KMT),  ^ the first 
N ationalist government led by Chiang Kai-shek retreated to Taiwan after 
losing the civil war in China to the Communist Party who founded the People's 
Republic o f  China (PRC). Not long after the Nationalist Party's arrival, martial 
law was announced and the Taiwanese society was constricted by various 
forms o f political control until 1987 (TAHR, 2004).^ Under this control, the
new regime imposed Sino-nisation ideology in order to convert the people's 
image o f a 'great country' from Japan to China. The N ationalist government 
intended to persuade all Taiwanese to recognise China as the 'M otherland' and 
be prepared to take back China at any time. Therefore Chinese culture, such as 
Chinese dance, music, painting, literature and calligraphy, was strongly 
promoted by the government as a tool o f propaganda.
During this era, censorship existed in all fields ostensibly for the 
purpose o f extirpating Communism and restricted the people's freedom o f 
speech, thoughts and creativity (Chen, Chio & Wu, 2002; Kuo & Tao, 2000; M. 
L. Wang, 2001). Under such circumstances, social practices and behaviour 
were guided by censorship and government political ideology. Thus, the 
symbolic values o f any field were boosted when its practices satisfied the 
censorship and ideology, otherwise they were repressed. For example, dance, 
particularly Chinese traditional dance, was one o f  the means for promoting 
Chinese culture and played a role in carrying out propaganda for the 
government, thus the symbolic values o f dance were raised to those o f a 
subject in academia.
During this period, martial law moulded Taiwan into a different society 
from what it had been under Japanese imperial rule. The movement of 
westernisation/modernisation continued to be pervasive but was in conflict with 
the concept o f Chinese identity promoted by the Nationalist government. 
Americanisation was particularly overwhelming due to its close relationship 
with the United States when the ROC was still a member state o f the United 
Nations (UN, 2005).^ However, after the loss o f the ROC's seat in the United 
Nations in 1971, and the end o f U.S.-ROC diplomatic ties in 1979, a mixed
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feeling towards the United States pervaded Taiwanese society due in large part 
to its insecure international status. Despite this, the movement of 
westernisation/modernisation and the ideology o f patriotism, anti-Communism 
and Sino-nisation coexisted in Taiwanese society during the martial law period, 
and any activity between Taiwan and China was strictly prohibited in this 
period.
The abolition o f martial law in July 1987 brought with it rapid 
démocratisation and the resumption in November 1987 o f cross-strait 
activities between people in Taiwan and China (GIO, 2008; C. C. Huang, 
2003). Between 1987 to the present, Taiwan has been transformed into a less 
restricted society with a more international perspective (Hsu & Hsia, 1997; C. 
S. Wu, 1998; W. Y. Yang, 1999). The progress o f démocratisation led to the 
first direct Presidential election by eligible citizens in 1996, and eventually 
the KMT was ousted from power with the victory o f a Democratic Progressive 
Party (DPP) candidate in the 2000 presidential election, overturning more than 
fifty years o f KMT control (1949-2000). The coming o f the third M illennium 
has brought with it rapid advances in communication technology and a 
transfer o f information that have helped to break down national boundaries. 
Overall, this post-martial law period has seen the effects o f globalisation on 
every part o f  life in Taiwan.
1.3 The research methods
To develop an analytical framework, I have used the theory o f Pierre 
Bourdieu in this research. Bourdieu's theory looks beyond the dichotomy 
between objectivity (e.g., social rules) and subjectivity (e.g., individual
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experiences) in sociology. To be specific, Bourdieu's ideas, described as 
"genetic structuralism", attempt to comprehend the inescapable interrelation 
between the objective cultural and social structures, and the subjective 
internal m entality o f  individuals o f culture and society (R. Jenkins, pp. 19-20). 
Thus, the Bourdieuian approach does not give weight entirely to significance 
o f  objective structures, as in structuralism, which claims that "social structures 
are very im portant and that structures influence individuals more than the 
other way round" (Bruce & Yearly, 2006, p. 292). In other words, the 
Bourdieuian approach does not support the idea that society always comes 
before individuals and so that individuals are always generated by structural 
rules.
Also, the Bourdieuian approach does not rely solely on individual 
experiences or appearances as in traditional phenomenology - "the study o f 
phenomena or o f how the phenomena appear to the individual" (Turner, 2006, 
p. 438). Instead, the Bourdieuian approach objects to overemphasizing the 
subjective experiences o f  individuals that underestimate the influence o f 
social rules on the individuals. The Bourdieuian approach is based on the 
standpoint that objective structures (including social, cultural and educational) 
and subjective human agency (e.g., consciousness, experiences, dispositions 
and choices) are mutually interrelated and interdependent. In that respect, the 
motivations, processes and consequences o f change are interpreted in this 
research through the examinations o f the interrelation and interdependence 
between the field o f Taiwan's dance in higher education (the objectivity) and 
the habitus o f the dance agents (the subjectivity).
Bourdieu has had a strong impact on the sociology o f education, the
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study o f "how educational processes affect the way people think, live and 
work, their place in society and their chances for success or failure" (Sadovnik, 
2007, p. xiii). Although Bourdieu's theory was mostly drawn from his concern 
with the French society, his analytical framework is applicable for analysing 
many other social contexts as well. For example, the Taiwanese context, a 
developing society where education plays a crucial part for the socialisation o f 
most people, is where his theoretical framework can be applied. In this thesis,
I am only applying a small fraction o f his complex body o f research in 
sociology. One example is his theory o f class.
Within Bourdieu's theory o f  class, the concept o f distinction proposes 
that social classes can be identified and shaped by aesthetic taste, and that the 
reproduction o f  social and cultural classes is performed through the 
"hereditary transm ission o f power and privileges" (R. Jenkins, 1992, p. 110). 
However, in this thesis, my concept o f distinction is the reproduction o f social 
and cultural classes through the ideological transm ission o f power and 
privileges. For instance, choreographing dances to satisfy politically 
influenced aesthetic taste for the military song and dance troupes during the 
marital law period was one way to obtain access to power and privilege. In 
that circumstance, people who have the access for the ideological transmission 
o f power and privilege often have better chances to accumulate their desired 
forms o f  capital, e.g., economic capital, cultural capital and/or social capital, 
and thus increase their chances for distinction.
Also, the reproduction o f the social classes, particularly the dominant 
group, is often affected by symbolic systems such as prestige and/or honour 
(Bourdieu, 1970/1990, pp. 4-68). These ideas, developed by Bourdieu to
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analyse the French bourgeois society, are applicable in Taiwan where a middle 
class developed in recent history that has the appearance o f a field o f social 
and symbolic distinction reproduced not by hereditary transm ission but 
through education. One example o f this is the current government which is 
composed o f ruling elites who acquired their social ranks through education. 
Other examples are found in the educational institutions where positions o f 
higher ranks, e.g., the president o f  a university, are usually appointed to those 
that hold a doctorate degree or a professorship. Thus, I have used my own 
version o f  Bourdieu's concept o f  distinction to analyse how aesthetic 
preferences, prestige and/or honour are reproduced in the next generation in 
Taiwan's dance field through the accumulation o f cultural capital such as 
educational qualifications. I intended to demonstrate the ranking o f  social 
classes in the dance field affected by symbolic systems that exist in dance in 
higher education.
Moreover, for the circumstances that I have experienced and observed, 
Bourdieu's framework helps to explain how public institutions and individual 
experiences have affected the development o f dance in higher education in 
Taiwan. The objective standpoint helps to analyse how dance agents' thought, 
lifestyle, career decisions, social statuses and power relations in the field are 
influenced by their educational processes, especially in higher education. On 
the other hand, the subjective perspective helps to interpret how institutions o f 
dance in higher education are shaped by the agents. Overall, Bourdieu's 
framework helps to disclose the complex field o f play between the institutions 
and the individuals that constitutes a habitus of mutually obligatory behaviour, 
attitudes, beliefs and/or predispositions. It also allows me to explicitly interpret
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certain situations in the field that are unspoken and often misrecognised as 
normal. Five key concepts o f Bourdieu's framework: field, agent, habitus, forms 
o f capital, and symbolic violence, inform my analysis o f dance as an 
institutional specialisation historically and in relation to its contemporary status. 
These key concepts will be explained in detail in Chapter 3.
Since my focus is to investigate the constitution o f Taiwan's dance field 
in higher education in relation to socio-political events, as well as their impact 
on behaviours in dance education, it was unrealistic to conduct this research 
with one single method. Thus, I include primary data collection through 
interviews that are explained within Bourdieu's theoretical framework such as 
ideas o f knowledge, power, ideology, and control from the new sociology o f 
education (Apple, 1990, 1995; Young, 1971, 1998). Detail o f the methods o f 
primary data collection applied in this research will also be explained in 
Chapter 3.
1.4 The research limitations
During the research process, limitations have been found that hindered 
the research process and they include logistical, methodological, and ethical 
problems.
Although a Bourdieuian approach has been constructive for this thesis, 
it does have limitations, specifically on issues o f globalisation. It is agreed by 
many scholars that Bourdieu is one o f the great thinkers o f the postmodern era 
(Clark, 2004; Grenfell, 2007; Grenfell and James, 1998; R. Jenkins, 1992; 
Pollitt, 2002). His analytical framework has contributed to the theoretical 
interpretations for this thesis regarding power relations between agents in the
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field o f  dance in higher education in Taiwan; the im portance o f different 
forms o f  capital; the endurance and changing o f  habitus; and the power o f 
symbolic violence (Bourdieu, 1972/1977, 1979/1984, 1980/1990,
1994/1998b). However, his own anti-globalisation theory conflicts with my 
views o f what has been happening in dance education in Taiwan.
Bourdieu has denounced the privatisation and deregulation that 
accompanied the rise o f neoliberalism whilst deriding the perceived decline in 
the willpower o f  national governments to intervene in their economies. He 
argues that globalisation begets social disorders such as economic inequality, 
over-exploitation o f  labour forces, and other problems (Bourdieu, 1966/1998a). 
This is contradictory to many other scholars' beliefs, which is that 
globalisation is an opportunity for a transnational exchange o f talents, 
technology, cultures, capital, media and ideas (Appadurai, 1996; Giddens, 
2002; Held & McGrew, 2003; Held, Me Grew, Goldblatt & Perraton, 1999; H. 
James, 2004).
In this research, the movement o f  globalisation has been seen as 
bringing the benefits o f advanced technology and an exchange o f creativity 
and ideas, but also pressures accompanying cultural convergence. For dance 
agents, globalisation inevitably and overwhelmingly affects modern societies; 
however, it can be seen as a stimulus for exploring its potential. Therefore, it 
will be self-contradictory to apply Bourdieu's critical observations on 
globalisation in this thesis. In that respect, an idea o f looking at the effects o f 
globalisation on Taiwan's field o f dance in higher education through the 
Bourdieuian approach was eliminated.
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A further lim itation encountered was the rejection o f interview 
invitations, and also a lack o f secondary information which limited the 
availability o f data collection. Being rejected by potential interviewees for 
unknown reasons was a discouragement during the research process, and their 
refusals may have diminished the variety o f first-hand materials. In addition, 
secondary information on the Chinese Youth Goodwill Mission (CYGM) was 
nearly impossible to obtain. The CYGM was suspended after its last trip in 
2001 and almost all archival materials were destroyed at that time. Most 
information obtained for this thesis was provided by the interviewees.
Lastly, this thesis has attempted to protect background detail o f  the 
interviewees for ethical concerns, however, it has been difficult to hide their 
identities. Especially in Chapter 8, Case Study on the Reforms o f  Dance in 
Higher Education at TUT, many o f the interviewees are identifiable because 
they are dance teachers and students o f  TUT. Similar situations are found in 
other chapters. In order to protect the interviewees as much as possible, the 
thesis therefore uses only the interviewees' surnames instead o f  full-names or 
given names,^® especially in the two case studies. Chapters 6 and 8.
Notes
* Amongst the literature that I have reviewed, studies that utilised Bourdieu's theory 
as their main analytical framework define their research as 'Bourdieuian' or 
'Bourdieusian' studies. As suggested by Mark Olssen, Professor o f Political Theory 
and Education at the University of Surrey, this thesis uses 'Bourdieuian' instead of 
'Bourdieusian' as the term for its approach to analysis.
 ^ The martial law period began in 1949 with an almost forty-year-long process of 
censorship in all subject fields (TAHR, 2004).
 ^ Further information can be found in Cheng Kuang-yu's unpublished PhD thesis
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(2005) and the website of the Chinese Youth Goodwill Mission at 
http://www.cvgm.idv.tw.
As a result o f the Sino-Japanese War (1894-1895), in the Treaty of Shimonoseki 
Taiwan was yielded to Japan. The occupation started in 1895 and lasted for 50 
years. It ended in 1945 as a result o f World War II when the three major Axis 
Powers: German, Italy and Japan surrendered.
The Meiji Restoration, known to the Japanese as the Meiji Ishin, was a chain of 
events that led to a new political and social structure in Japan. It occurred from 1866 
to 1869, a period of 3 years that transversed both the late Edo (often called Late 
Tokugawa Shogunate) and beginning of the Meiji Era (Meiji Restoration/Revolution, 
2005).
The Chinese Civil War had its flame ignited in 1926 when the Communist party, 
led by Mao, disagreed with the Nationalist party, led by Chiang. Officially the war 
broke out in 1945 at the end of World War II. The war ended temporarily in 1949 
when Chiang fled to Taiwan, proclaimed Taipei as the temporary capital of the 
Republic of China and Mao renamed Mainland China as the People's Republic of 
China on the 1®^ o f October, 1949.
The Nationalist party, Kuo-Min-Tang, was founded by Dr. Sun Yat-sen in 1895, 
and it overthrew the last empire of China, the Manchurian Ching Dynasty Empire, 
in I91I.
"In 1949, Chiang Kai-shek's Nationalist regime fled to Taiwan after being defeated 
by the Communist Party. On 20 May 1949, the Taiwan Military Garrison 
Command declared martial law on Taiwan. Although the imposition of martial law 
was justified on the basis of the civil war with the Communists and intended to be 
temporary, Taiwan remained under martial law for 38 years until 1987." - Original 
citation from 'Improper judgments, improper remedies: Analysis o f the 1998 
martial law period compensation law' (TAHR, 2004).
The ROC and the US were close allies amongst the founding member states of the 
United Nations. Both countries were one of the original fifty-one member states 
(UN, 2005).
In Taiwanese culture, most surnames are common names but the given names are 
usually personal and different in spelling and therefore more identifiable, which is 
different from most Western societies.
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Chapter 2 
Literature Review
Introduction
The literature review is presented in this chapter in order to better 
understand the background o f this thesis. It analyzes existing documents 
related to the development o f dance in Taiwan, highlighting significant trends 
that have shaped the field. In recognition o f  the interrelated nature o f dance 
development with other social developments, this literature review draws from 
the fields o f dance studies, sociology, history and cultural studies. I reviewed 
literature that discussed dance development in Taiwan, giving specific 
attention to how dance in Taiwan's higher education system came to be 
established, what came before its emergence as an academic subject and what 
influenced its development. In addition, studies published in English that are 
related with this research are also reviewed.
Until the late twentieth century, documents about dance were not very 
abundant in Taiwan. The earliest documents written in Chinese to mention 
dance in Taiwan, albeit briefly, were found in the Tai wan tong shi ( #
[General History o f Taiwan] (Lien, 1920/1995), first published in 1920, and Ya 
yien (#"#" ) [Refined Talks] (Lien, 1933/1987), first published in 1933 by 
historian Lien Heng ( i# .# ,  1878-1936). In these works, he gave a clear
profile o f  life in Taiwan from the seventeenth century through the early 
twentieth century. In both volumes, evidence is shown about how romantic 
songs accompanying bodily movements were considered socially inappropriate
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and were banned in Taiwan during the late nineteenth century (Lien, 
1933/1987, p. 33, 1920/1995, p. 613).
Lien's documents back up what Lin Po-chung ( # .  #  f t  ) and You
Huan-yue ( # # v ^  ) (1990) state, namely that dance had low value in the early
immigrants' society. In their research on the transformation o f Min-nan 
Taiwanese culture and opera, performers were in a lower tier profession, 
dominated by the need to entertain the upper class (Lin, & You, 1990, p. 100). 
Writings about dance before the mid-twentieth century seem to be rare because 
the social value o f dance was regarded as not important enough to be recorded, 
and consequently, the historical development o f dance in Taiwan is difficult to 
trace.
However, an enthusiasm for rediscovering past dance practices has been 
growing in recent years and publications on dance before the mid-twentieth 
century are also increasing (L. C. Chang, 2006; Cyberstage Taiwan, 2004; Kuo 
& Chien, 2002; C. Y. Lu, 1995a, 1995b; J. S. Tsai, 2006). One example is a 
number o f biographies o f important dancers, to be discussed later, that have 
been produced during the past decade (C. F. Chao, 2004; Chiang, 2004; M. D. 
Chung, 1999; W. T. Hsiao, 1998; K. C. Hsu, 2002; S. H. Lee, 1998; Y. G. Lin, 
2004; Sheu & Lum, 2008; C. M. Wang, 2004; H. T. Wu, 2004; M. Y. Yang, 
1998). In most o f these biographical works, a common feature is seen in the 
development o f dance in Taiwan, specifically in higher education, such as the 
significant influence o f foreign cultures. These foreign cultures are also the 
main influence that transformed Taiwan's socio-political aspects in recent 
history.
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Foreign influence on the development o f  dance in Taiwan came from 
Japan, China and the West, in particular the United States and Europe. The 
influence from Japan resulted from the fifty years o f Japanese colonisation 
(1895-1945). According to Patricia Tsurumi in "Colonial Education in Korea 
and Taiwan" (1984), the system o f Japanese education challenged traditional 
rules in Taiwan, especially in regards to female education. Before Japanese 
colonisation, Taiwanese women were not allowed to attend most social 
activities due to gender inequalities and the common practice o f foot binding. 
However, under the Japanese rule, both genders, especially the children o f the 
elite class, were encouraged to attend courses at all levels o f education. Hsieh 
Shih-yuan ( #  JF ) (2004) gave detailed information about how physical 
education in the primary and secondary schools became a major reason for 
female students to give up foot binding. Research papers by Chang Li-chu (f&
& # :)  (2006) and Tsai Jen-siung ( # # # )  (2006) state that rhythmic courses, 
including movements, songs and games at all school levels, became popular 
amongst most students. The motion picture, Viva Tonal: The Dance Age ( # #  
B$f-^), directed by Kuo Chen-ti ( # # " # )  and Chien Wei-ssu (2002)
documents, for instance, social dancing introduced to Taiwan by the Japanese 
elite class that became enormously popular during the colonial era.
Lu Chien-ying ( A # ^ )  (1995b) gives a brief introduction on how 
European and American dances were first introduced to Japan, then transferred 
to Taiwan during Japanese colonisation (pp. 184-190). Around 1912, ballet was 
introduced to Japan through Italian ballet masters and Anna Pavlova, whilst 
Denishawn (in 1925 and 1926), and later Mary Wigman's student, Harald
Kreutzberg, brought new modern dance styles in 1934 (C. Y. Lu, 1995b, p. 184;
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Kultur Video, 1991). The popularity o f western dance in Japan during the 
1920s~1930s spurred Japanese dancers to study abroad. For example, Baku Ishii 
1892-1962), a leading Japanese dance master, went to Europe for
training in ballet, German neue tanz (new dance) and eurhythmies, and upon 
returning to Japan, established his own school (Burke, 2000; C. F. Chao, 2004; C. 
Y. Lu, 1995b, p. 185). This passion for western dance came to Taiwan after 
World War Two, when Taiwanese students who had been studying in Japan 
returned to open private studios that provided instruction in ballet and German 
neue tanz. Three o f these returnees were Tsai Jui-yueh ( # ^  , 1921-2005), Lin
Hsiang-yun ( # #  # ,  1926-) and Lee Tsai-o ( #  #  1926- ), and their
biographies give many details about their life in learning, teaching and creating 
dance (C. F. Chao, 2004; W. T. Hsiao, 1998; Y. G. Lin, 2004; C. M. Wang, 2004). 
In the twentieth century, that first wave o f foreign influence on dance came 
through colonial Japanese culture, however it also partially changed the value of 
dance to a more popularly-accepted social practice.
Another influence on Taiwan's dance field came from China. In Wang 
Ling-li's (2001) observation, there were two major forces from China arriving 
at different times. The first arrived in 1949, in the group o f dance artists and 
educators that came to Taiwan with the Nationalist government. They brought 
Chinese court dances and ethnic dances to Taiwan. The biographies o f Kao Yan 
( m # ,  1908-2001) , Lee Tien-ming ( #  :^ K , 1925-2007) and Liu Feng-shueh
(f'JvS l^ , 1925- ) provide explanations o f  how Chinese dancers arrived in
Taiwan after 1949 and how they became influential figures in Taiwan's dance 
field by creating dance departments and teaching dance courses at universities 
(Chiang, 2004; S. H. Lee, 1998; H. T. Wu, 2004). A second wave o f Chinese
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dancers arrived in 1987, when cross-Taiwan Strait cultural interchanges 
resumed with the lifting o f an almost forty-year ban. At this time, people in 
Taiwan were eager to see the dreamland that the N ationalist government had 
yearned for. The result was that the training system and choreographic style o f 
Chinese dances directly imported from China after 1987 almost replaced the 
earlier forms o f Chinese dance that Kao, Lee and Liu had established (C. Y. Lu, 
1995b; L. L. Wang, 2002).
The biographies o f  Kao, Lee and Liu also provide witness to the 
founding years o f dance in higher education in Taiwan (Chiang, 2004; S. H. 
Lee, 1998; H. T. Wu, 2004). Liu taught one o f the earliest dance classes as part 
o f the physical education programme at Taiwan Normal University in 1952 (L.
C. Chang, 2002; S. H. Lee, 1998; L. H. Tsai, 2002a). Kao was the founding 
chairperson o f the department o f dance at the Chinese Culture College (now 
Chinese Culture University) in 1964 (Chiang, 2004; L. H. Tsai, 2002a). Lee 
established the dance division under the music department at the National 
Taiwan Academy o f Arts (now National Taiwan University o f Arts) in 1970 (L. 
H. Tsai, 2002a; H. T. Wu, 2004). This group o f dance talents arrived in Taiwan 
not long after the other group o f  dance talents came back from Japan. Both 
groups were invited to establish and teach dance courses at the educational 
settings listed above and a combination o f faculty trained in Japan and China 
contributed to the early programmes o f  dance in higher education.
In addition to Japanese and Chinese influence, a third wave o f  foreign 
influence has come from the United States since the middle o f the twentieth 
century. Sociologist Marc J. Cohen (1988), in his observation o f Taiwan’s 
social development, states that "since 1945, the West has exerted increasing
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cultural influence on Taiwan" (p. 163). "The West" in Cohen's interpretation is 
a broad term that includes many western countries that have influenced 
Taiwanese culture, in areas such as fashion, lifestyle and popular culture. In 
the field o f dance, "the West" mainly refers to the United States. This trend 
started with Eleanor King's visit to Taiwan in 1957. American dancers fostered 
new ties, according to Lu Chien-ying (1995b), which produced a growing 
enthusiasm for American modern dance (pp. 195-197).
The influence o f Americanisation on modern dance in Taiwan can be 
drawn from the biographies and informative texts o f contemporary 
choreographers/dancers. Lin Hwai-Min ( # #  R , 1947- ), the founder o f  Cloud 
Gate Dance Theatre, had his training in the Graham technique in the United 
States whilst working on his M aster o f Arts degree in the early 1970s (Chiang, 
2005; Lin & Hsu, 1993; M. Y. Yang, 1998, 2003; Y. W. Yao, 1981). In most o f 
his early choreographies, he drew movements both from the Graham technique 
and Chinese Peking Opera, although his cultural themes were Chinese. Liou 
Show-lu (f'JlSM^, 1949- ), artistic director o f Taipei Dance Circle, studied the
Horton technique at Alvin Ailey American Dance Theatre and took 
choreography workshops with Anna Halprin, Alwin Nikolais and Murray Louis 
(M. D. Chung, 1999). He received a M aster o f Fine Arts degree from New York 
University in 1992. Lo Man-fei ( # # . # ,  1955-2006), the late artistic director
o f Cloud Gate 2, studied dance at various schools in New York City including 
Martha Graham's, Alvin Ailey's and José Limon's during the late 1970s and 
early 1980s, and received her master's degree from New York University (K. C. 
Hsu, 2002). Sheu Fang-yi ( ? ^ ^  %, 1971- ), a former principal dancer with the 
Martha Graham Dance Company, built a strong connection between modern
dance in Taiwan and the United States through her active involvement in dance 
teaching and performance in these two places (Sheu & Lum, 2008). Because 
these people became such influential figures in the field, their American taste 
has had a great impact on the development o f dance in Taiwan. And, through 
them as mediators, the dance styles and dance techniques o f Graham, 
Humphrey, Limon, Horton and Cunningham were introduced and taught 
extensively.
However, several sources indicate that the scope o f American influence 
has been changing in recent years, as many Taiwanese dancers and educators 
have begun studying or working in Europe and building connections between 
the European and Taiwanese dance fields. Liu Feng-shueh, the founder and 
artistic director o f Neo-Classic Dance Company and the first educator that 
introduced Laban theory to Taiwan, spent many years studying in Germany 
during the 1960s and in England during the 1980s (L. C. Chang, 2002; S. H. 
Lee, 1998). Tao Fu-lan ( #  #  , 1957- ) introduced Pina Bausch’s
choreographic style in the late 1980s (CGDT, 2008; Tao, 1994). Hence, 
German Tanzteater is familiar to the dance field in Taiwan and its influence can 
be seen in works by Chung Sui-hsiang ( #  #  # ,  1966- ), returning in 1995 
from studying at the Hochschule fur Musik und Theater in Hannover, Germany 
and the late Wu Kuo-chu (i& #  1970-2006), who studied at Folkwang
School in Essen and worked in Europe from the late 1990s to early 2000s 
(Baker, 2007; CGDT, 2008; S. H. Chung, 1997).
The French connection is mainly built through Taiwan's connection with 
the Festival d'Avignon and the Biennale de la Danse de Lyon, a governmental 
project that started in 1996, which also motivated young dancers to find
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opportunities in Europe (CCA, 1998).’ For example, Yang Wei-chen ( #  #  ^ , 
1976- ) studied at the Amsterdam Hogeschool Voor de Kunsten (Amsterdam 
School o f the Arts) in the Netherlands during the late 1990s, performed in the 
Festival d'Avignon in 1997 with the Legend Lin Dance Theatre, then moved to 
Paris and danced with the CIE Eolipile before she returned to Taiwan in 2006 
(Tai, 2008, pp. 140-141). British influence has mainly taken place at higher 
education levels. For example, Chao Chi-fang ( # # ^ ,  1967- ), Chao Yu-ling 
( M i î ^ ,  1967- ), Lee Hung-fu ( #  ^  1964- ), Liao Pao-yi ( # # ,  — ) and Liu
Shu-ying ( f ' j j f e ^ )  obtained doctoral degrees in dance from England and
returned to Taiwan in the early tw enty-first century (Y. P. Chen & C. F. Chao, 
2001). Each o f them holds a teaching position at an institution o f higher 
education.^
It is believed that Japanese and Chinese influence set the basis for the 
field o f  dance in Taiwan's higher education. Nevertheless, Tsai Li-hua's ( # #
#  ) (2002a) research article o f an historical survey o f dance in higher 
education in Taiwan points out that, since the first dance department was 
established, the American model o f dance in higher education has been 
influential. According to Tsai, Kao Yan reviewed the dance curricula o f several 
American Universities when she was invited by the first president o f the 
Chinese Culture College (now Chinese Culture University), Chang Chi-yun
1901-1985), to establish a dance department. Due to Kao's background in 
Chinese classical dance, she designed a curriculum based on the American 
model but added an emphasis on Chinese traditional dance. In Kao’s design, the 
majority o f technique hours were distributed evenly for ballet, modern dance
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and Chinese traditional dance as requirement courses and the rest for classes 
such as jazz dance, international folk dances and tap dance as part of 
non-requirement courses. Dance Appreciation, Music and Dance, and Chinese 
and Western Dance History were included as part o f the requirements. This 
dance curriculum became applied as a model for other dance departments 
established later in Taiwan (L. H. Tsai, 2002a).
The American curricula that Kao reviewed were not available in any of 
the existing archives. However, they might be similar to the ones found in 
Thomas K. Hagood's (2000) A History o f Dance in American Higher Education, 
in which some examples o f  early development were provided. The 1926 
Curricular Plan for the First Specialised Major in Dancing under the 
Department o f Physical Education at the University o f W isconsin-Madison 
could have provided Kao with some inspiration (Hagood, 2000, pp. 335-339). 
In this plan, dance major requirements included Rhythmic Form and Analysis, 
Dance Composition, Philosophy o f Dancing, Supervised Teaching, Teaching and 
Adaptation, Folk Dancing and Thesis Requirement (Hagood, 2000, pp. 336). The 
other curricula that Kao reviewed were founded before 1964, given that the first 
department o f  dance in Taiwan was established in that year and therefore could 
have been from the Adelphi University (1938), Mills College (1943) and the 
Julliard School (1951) (Hagood, 2000, p. 207).
Another influence from the United States was the idea o f dance as a 
medium for cultural diplomacy. During the Cold War era, President Dwight D. 
Eisenhower initiated a project that utilised dance as an instrument for cultural 
diplomacy for the United States (Prevots, 1998). The project allowed the 
United States to export dance to countries in South America, Asia, Western
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Europe and even its Cold War opponent, the Soviet Union. This example o f 
cultural diplomacy was believed to be the inspiration for Taiwan's own strategy 
o f using dance to strengthen international relations from the 1970s on.
An early example o f this strategy was the Chinese Youth Goodwill 
Mission and, more recently, cultural diplomacy was listed in the Wen hua baipi 
shu { X ' f b é  ^  # )  [White paper on cultural affairs] as one o f the objectives for
the Council for Culture Affairs since 1996 (CCA, 1998). Wang Ling-li (1997) 
gives support for this objective and asserts that cultural diplomacy is a better 
way than economic diplomacy for improving international relations for Taiwan. 
Since the beginning o f using dance for cultural diplomacy, the Council for 
Culture Affairs has initiated several cultural exchange projects with foreign 
institutions or festivals, for example, collaborations with the Institute o f 
Contemporary Art in London, UK, and the Festival d'Avignon in Avignon, 
France.^
At present, the development o f  dance in higher education in Taiwan 
continues to interact with foreign cultures, social events and government 
policies. Dance scholars have discussed their observations from sociological (Y. 
L. Chao, 2001; Y. T. Lin, 2001), aesthetic (Y. P. Chen, 1994, 2002, 2004, 2005; 
Y. Y. Huang, 2001, 2002; Tao, 1994), historical (C. Y. Lu, 1995a, 1995b; Mo, 
2001; L. H. Tsai, 2001), anthropological (C. F. Chao, 2004, 2005; H. F. Lee, 
2001a, 2001b; F. S. Liu, 2000; Ming, 1989, 2004; L. H, Tsai, 2002b, 2003), and 
educational (C. S. Chang, 1997, 2000, 2001, 2002, 2007; L. C. Chang, 2003, 
2006; M. L. Chu, 2006; L, H. Tsai, 2002a, 2003; Whang, 1991) perspectives. 
However, none o f  the researchers have discussed their views from a 
socio-political perspective that includes the impact on the development of
dance in higher education from political and social factors. Thus, by 
thoroughly exploring the development o f dance in Taiwan's higher education, I 
endeavour to add a new and important perspective to the discussion. Only by 
including an analysis o f  how cultural colonisation, politics and social values 
interact will there be a real understanding o f  the power structure and relations 
that have shaped the dance field in Taiwan. For that purpose, I reviewed four 
categories o f literature: dance studies, social studies, historical studies and 
cultural studies.
In dance studies, the concept o f interpreting dance from literary theory 
and treating dance as 'text' has inspired the interpretation o f dance for this 
research. Amongst contemporary dance scholars, Janet Lansdale's theory and 
practice in interpreting dance as text provides insightful meanings for dance 
analysis (Adshead, 1988; Adshead-Landsdale, 1999; Lansdale, 2008). She 
asserts that there is more than one direction for interpreting dancing texts and 
she refers to this idea as 'decentring', a term that may imply that "there are 
many centres or perhaps none at all (Lansdale, 2008, p. 3). However, as she 
explains, 'decentring' does not mean incoherent but with difference and 
diversity (Lansdale, 2008, p. 3). This idea o f 'decentring' corresponds to her 
idea o f intertextuality in interpreting dancing texts and complies with the 
concept that "the multiplying intertexts offer a multiplicity o f routes through 
the dance" (Adshead-Landsdale, 1999, p. 20). Lansdale's ideas o f decentring 
and intertextual interpretation are crucial for interpreting dance in Taiwan. In 
order to advance discussion o f different approaches, it is essential to centre (or 
de-centre) the position o f dance in different institutions and to examine dance 
from various perspectives.
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An important aspect o f this thesis was to investigate how dance became a 
discipline in higher education in Taiwan. As indicated in the earlier section, the 
first curriculum o f dance in higher education in Taiwan was based on American 
models. Thus it is essential to review the development o f dance education in the 
United States. Prior to the establishment o f an independent department, dance in 
higher education in the United States started as a course in the physical 
education department (Kraus, Hilsendager & Dixon, 1991, pp. 292-302). 
According to Kraus et al. (1991), by the late nineteenth century, dance was well 
established as part o f the program in many schools o f physical education in the 
United States (pp. 298-299). This process gradually led to a major in dance 
established by M argaret H 'Doubler at the University o f Wisconsin in 1926 
(Kraus et al., 1991, p. 300; Hagood, 2000, pp. 335-339). This process was 
similar to the development in Taiwan, where dance was taught in the physical 
education department at the Taiwan Normal University in 1952 before the first 
department o f dance was established at the Chinese Culture College in 1964.
A statement formulated by the National Dance Association (NDA), now 
the American Alliance for Health, Physical Education, Recreation and Dance, 
in the United States in the 1970s can be seen as representative o f American 
standards: "(a) dance is basic education, intensifying and clarifying the human 
experience; (b) dance reinforces all learning, relating to and enhancing other 
academic areas; (c) dance provides an alternative to the usual modes o f 
education and is valuable in reaching children who may not respond to more 
formal modes o f teaching; (d) dance promotes self-and social awareness, 
helping students confront and understand themselves and cooperate effectively 
with others; (e) dance promotes good health and may be o f particular value to
39
students with physical or mental disabilities; and (f) dance promotes fuller 
understanding o f one's own culture and that o f other peoples" (Kraus et al., 
1991, p. 312). In this statement, NDA asserts that dance has various roles in 
education. This statement also indicates that dance has its own identity to be 
understood and examined as an independent art instead o f ju st another sport or 
a component o f another art form, e.g., drama or music. Moreover, dance is the 
fundamental knowledge for the linkage o f various studies such as education (in 
general or in specific fields), physics, physiology, psychology, anthropology, 
sociology, history and cultural studies. These ideas were introduced to Taiwan 
by the exchange dance scholars from the United States and the Taiwanese 
dance educators and artists who returned to Taiwan after their training in 
America.
Similar to the American model, the development o f dance education in 
the United Kingdom was closely bound with physical education (Brinson, 1991, 
pp. 64-69). This situation changed when the first specialist BA Honours degree 
course in dance was created by the Laban Centre for Movement and Dance, 
London in 1977, and then the first Chair o f Dance Studies was established at 
the University o f Surrey in 1990. Hence dance has found its way to operate 
independently in higher education (Brinson, 1991, pp. 87-105). The system o f 
dance in higher education in the United Kingdom, particularly the postgraduate 
programme, has attracted many dancers from Taiwan to study for higher 
degrees in the past decade, as discussed in the previous section. The 
subsequent group o f dance scholars has made a significant break from the 
dominant educational and cultural influence o f the United States in Taiwan.
National scholars in these countries have strived to define the meanings
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and directions o f dance education and its significance in modern society. Their 
collective efforts have expanded the scope o f dance studies and Taiwan's dance 
education has benefited from these contributions. Other than dance studies, 
literature from other fields allows this research to bridge dance experience with 
other disciplines and interpretation o f social, historical and cultural events.
Within the field o f social studies, the concept o f the 'new sociology o f 
education', which emerged with Michael F. D. Young's Knowledge and control: 
New directions for the sociology o f education in 1971, has provided a 
contextual inspiration for the analyses in this thesis. According to Young 
(1998), "it [the new sociology o f education] aimed to define a distinct field o f 
enquiry for the sociology o f education and break with the earlier tradition o f 
the sociology o f  education as being largely derivative o f social stratification 
research" (p. 38). That is, the new sociology o f education examines education 
under a series o f new assessments that emphasise looking at the relationship 
between schooling, power and the subject. Young first questioned the nature o f 
the traditional curriculum in the schools, which he felt was designed for the 
economic and socially distinctive groups but at the expense o f the poor. He 
proposed a restructuring o f the school curriculum for strengthening the 
engagement and educational possibilities for dominated pupils. By doing so, he 
believed that a more flexible and work-based learning would allow them to 
become adaptable and creative. Therefore, Young suggests that encouragement 
o f life-long learners and multi-skilled persons is a crucial part o f the education 
for our ever-changing world. Later, the core concept o f the new sociology o f 
education was taken up and developed by other scholars, for example Michael 
W. Apple in the field o f curriculum theory (Young, 1998, p. 39).
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Another distinct scholar o f the new sociology o f education, Apple's 
(1990, 1995) curriculum theory examines and articulates the relationship 
between knowledge, teaching and power in education. Building on Michael F.
D. Young's argument, Apple (1990) probes the functioning o f education and 
asserts that "the problematic involves examining how a system o f unequal 
power in society is maintained, and partly recreated, by means o f  the 
'transmission' o f culture" (p. 31). In Apple's opinion, 'the school' is crucial for 
the 'transmission' o f culture because it is a significant institution for the 
socialisation o f most young people. During the schooling process, the 
legitimate knowledge and ideology o f the powerful is often implanted through 
the curriculum. Therefore, schools become the agents o f cultural and economic 
reproduction. Equally important is Apple's (1995) examination o f the ways that 
schools in the United States become the sites o f conflicts between class, race, 
and gender (p. 152). These issues o f social distinction are crucial to Bourdieu's 
concerns about education despite differences that might be identified in social 
origins or contexts."^
Apple and Young form a reference that underpins the Bourdieuian 
approach o f this thesis. Specifically, these theories help to probe the role o f 
Taiwan's dance in higher education in the production o f inequalities and/or in 
providing opportunities for existing inequalities to be reproduced.
From historical studies, Keith Jenkins (1991) provided me with a means 
to locate the background o f current trends and issues and to interpret problems 
from a wider temporal dimension when interpreting changes in dance 
development in Taiwan. At a fundamental level, historical analysis was linked 
to the observing and analysing o f  changes in Taiwan's dance in higher
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education in recent history, but more broadly, historical analysis was applied in 
order to perceive the contemporary circumstances o f dance in Taiwan through 
the study o f dance development in the more distant past. By contrasting 
contemporary events with past events, this research was able to formulate 
questions, marshal various sources, and interpret changes in the dance field 
over time. Moreover, an understanding o f the development and limits in dance 
in higher education in Taiwan were enhanced by tracing its historical 
background.
Two important points emerged from the conceptual propositions o f  the
research. First, historical records are not viewed as facts but rather references
and reflections give authority to people who use the past in particular ways. As
K. Jenkins asserts.
History is a shifting, problematic discourse, ostensibly about an 
aspect o f  the world, the past, that is produced by a group o f 
present-minded workers (overwhelmingly in our culture salaried 
historians) who go about their work in mutually recognisable ways 
that are epistemologically, methodologically, ideologically and 
practically positioned and whose products, once in circulation, are 
subject to a series o f uses and abuses that are logically infinite but 
which in actuality generally correspond to a range o f power bases 
that exist at any given moment and which structure and distribute 
the meanings o f histories along a dominant-marginal spectrum. (K. 
Jenkins, 1991, p. 26)
From a Taiwanese perspective, historical references bring to light 
understandings o f power in the fields at different political stages given the 
country's history o f rule by different colonial powers. Taking the dance field as 
an example, ballet as a representation o f modernisation, was viewed as high art 
during Japanese rule (L. C. Chang, 2006; C. F. Chao, 2004; Y. G. Lin 2004; C.
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Y. Lu, 1995a, 1995b; M. H. Wu, 2005). Its significance lies in that the fact that 
this dance form altered Taiwanese people's rooted prejudice against dance. Its 
power was mostly symbolic, such as the pursuit o f a cultural identity sim ilar to 
the Japanese elite, was disclosed from the historical research. Moreover, 
historians in one political faction may not agree with historians in another 
faction. For example, the event o f the N ationalist government retreating to 
Taiwan in 1949 may be recorded by government historians as a national 
disaster whilst Communist historians in China may call it a victory o f the 
people. This research will take these historical records as contrasting 
references for interpreting the consequences o f the 1949 event on the 
development o f dance in Taiwan.
The second point is that no single method can be exclusively used to 
interpret historical events, and historical methods must take into account a 
range o f social, political, cultural and economic development variation. This 
approach was derived from K. Jenkins (1991), who argues that, "for me what 
determines interpretation ultimately lies beyond method and evidence in 
ideology" (p. 15). He gives more than twenty different rigorous examples, and 
questions the idea o f 'the best method'. In fact, it would be painfully limiting 
and unrealistic if  only one method was chosen and used for interpreting the 
past. Thus K. Jenkins (1991) states that "[to] talk o f method as the road to truth 
is misleading. There is a range o f  methods without any agreed criteria for 
choosing [which]" (p. 15). In this light, his view o f interpreting historical 
events has been utilised around key concepts o f Bourdieu's in order to "open up 
history to somewhat wider perspectives" (K. Jenkins, 1991, p. 3). For this 
purpose, the analysis o f an event or series o f events is constructed from
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multiple perspectives.
Correspondingly, in order to interpret events from different perspectives, 
this research aims at analysing the development o f dance in higher education in 
Taiwan from two angles, linear and cyclical. The terms, 'linear' and 'cyclical' 
have particular meanings in this research. When the term 'linear' is referred to 1 
am considering the concept o f having a beginning and an end to the period o f  
time under analysis. For example, in Chapter 4's historical appraisal on dance 
development during Japanese colonisation, 'the beginning' refers to the late 
nineteenth century (1890s) whilst 'the end' refers to the post-World War Two 
period (1940s). During this time period, the progressive process o f dance in 
Taiwan begins with dance being viewed as low culture, and then develops into 
its partial recognition as high art, that is, ballet, at the end o f the progressive 
process.
The other mode o f historical analysis looks at the cyclical development 
o f dance in higher education in Taiwan during the period o f t ime under 
research. When the cyclical theory o f history is applied, it is commonly 
associated with Arnold J. Toynbee (1959), who in his A Study o f History sees 
human civilisations in a pattern o f growing, flourishing, declining and 
re-developing. The concept o f cycles can be applied to certain parts o f dance 
development in Taiwan, for example, in the development, disbandment, and 
resumption o f the first professional modern dance company in Taiwan, Cloud 
Gate Dance Theatre. Nevertheless, it is not the purpose o f this research to 
prove that development falls into a cyclical pattern. It aims instead to interpret 
and analyse the implications and outcomes o f changes in the organisation of 
power relations along with these cycles. In short, this research attempts to
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apply historical analysis through plotting linear structures but including 
incidents with cyclical dimensions.
Finally, literature on historical studies has helped this research to look 
beyond the dates, names and places that have appeared in the past. What 
emerged as the focus o f analysis were changes in different time periods that 
affect dance in its social functions, educational value and dancers' aesthetic 
preferences. Particularly, I focused on those historical changes in politics, 
economy, and cultural influences that have shaped the contemporary dance 
environment. Thus, comparison between now and then is always revealed in its 
cultural context.
In cultural studies, the concepts o f Mieke Bal (1999), cofounder o f the
Amsterdam School for Cultural Analysis, and Joseph D. Lewandowski (2001)
contribute to my analyses o f cultural events that affected the development o f
dance in Taiwan. In their views, the interdisciplinary nature o f cultural analysis
provides a flexible but firm grounding for research. To be precise, cultural
analysis is interrelated with other fields yet keeps its own standpoint. For
example, it is closely related to history but aims to reflect on the present
instead o f  the past, as Bal states.
Cultural analysis as a critical practice is different from what is 
commonly understood as 'history'. It is based on a keen awareness 
o f  the critic's situatedness in the present, the social and cultural 
present from which we look, and look back, at the objects that are 
always already o f the past, objects that we take to define our 
present culture. Thus, it can be summarized by the phrase 'cultural 
memory in the present’. (Bal, 1999, p. 1)
Bal continues, by asserting that "cultural analysis seeks to understand the 
past as part o f  the present, as what we have around us, and without which no
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culture would be able to exist" (Bal, 1999, p. 1). In that respect, dance research 
may probe into the cultural past for the understanding o f the current situation. 
In this research, for example, past events, such as Competition o f Chinese 
Traditional Dance or dance for cultural diplomacy, are interpreted to disclose 
cultural reproduction, e.g., the dancers' aesthetic preference for Chinese 
traditional dance.
From a sociological perspective, Lewandowski (2001) argues that to 
interpret culture or produce cultural analysis involves the logic o f constructing 
constellations. In Lewandowski's view, cultures are formed by relational social 
fields and social practices in which fundamental patterns are repeated and 
reorganised in a particular way as constellations. For example, a constellation 
o f subcultures in a certain society can be repeated and reorganised. He also 
contends that "the relational character o f human existence and practices is 
precisely what makes them social" (Lewandowski, 2001, p. 35). Therefore, he 
proposes that cultures are beyond textual descriptions but can be observed and 
measured through the logic o f constructing constellations. Lewandowski's view 
is akin to Bourdieu's idea of habitus, a constellation o f characteristics in an 
individual or in a field, expressed through beliefs, values, practices, and 
dispositions, that can be repeated and reorganised through shared experience. 
By connecting these ideas, this research sets out to interpret the current 
cultural phenomena o f Taiwan's dance in higher education.
Cultural analysis also looks at differences, as well as the interaction, 
between social issues such as ideology and social class in a reflective way. It 
establishes the ground for other disciplines to reflect on interactions between 
dancers in "the site where the refiexivity that ought to characterize all disciplines
47
takes place" (Culler, 1999, p. 346). Therefore, in this thesis I view social, 
historical and cultural disciplines as being connected and in this interdisciplinary 
framework to reflect on changes that have shaped dancers' values, practices, 
behaviour, attitudes and power relations in higher education institutions.
2
4
Notes
In 1996, the Council for Cultural Affairs (CCA) established a Taiwan-France 
cultural exchange project with the organisations of the Festival d'Avignon and the 
Biennale de la Danse de Lyon, following the establishment of the Taiwan Cultural 
Centre in Paris in 1994. Since 1997, the CCA has selected representatives of 
performing groups to attend these festivals as part of the Festival les Orientales 
(Oriental Arts Festival). More information can be found on the website of CCA at 
http://english.cca.gov.tw/ct.asp?xItem=13956&ctNode=4234 and in Wen hua bai 
p i shu (X'fb é ^  [White paper on cultural affairs] (CCA, 1998).
Chao Chi-fang is an assistant professor of the Department of Dance at Taipei 
National University of the Arts, Chao Yu-ling is an associate professor of graduate 
studies of Performing Arts at National Taiwan University of Arts, Lee Hung-fu is 
an assistant professor of the Department of Cultural Activities Development at Chia 
Nan University of Pharmacy & Science, Liao Pao-yi is an assistant professor o f the 
Department of Dance at Taipei Physical Education College and Liu Shu-ying is an 
associate professor of the Department of Early Childhood at National Hsinchu 
University o f Education.
More information can be found on the website o f the Council for Culture 
Affairs at: http://www.cca.gov.tw.
Bourdieu's theory was mostly drawn from his concern with French society. Young's 
critiques mainly came from his observations in Britain. Apple develops his theory 
based on his concerns of education in the United States.
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Chapter 3 
M ethodology
Introduction
The methodology is presented in this chapter in order to further explain 
the research methods briefly introduced in Chapter 1. In this research, I have 
explained that the theories o f Pierre Bourdieu provide the main analytical 
framework for examining the establishing and shifting o f class, status, and 
power relations in Taiwan's dance field. Together with Bourdieu's theory, 
primary data collection provides the theories and skills for obtaining 
first-hand information. As follows, the application o f the Bourdieuian 
approach and his key concepts will be discussed in the first section followed 
by discussions o f the theory and analysis method o f the primary data 
collection in the second section.
3.1 The Bourdieuian approach and the key concepts
Bourdieu's ideas o f social theory have covered a wide range o f topics 
and themes such as art, music, language, sport and politics, although education 
has always been at the centre o f his concerns (Bourdieu, 1980/1993b). 
Amongst contemporary scholars, his impact on education is extensive; 
therefore, a Bourdieuian approach is utilised for this thesis because it provides 
explanations o f "class, status and power in pedagogic contexts" that can be 
applied to the field o f dance in higher education in Taiwan (Grenfell and 
James, 1998, p. 1). Similarities can be found between Bourdieu's ideas on both 
selection in the French education system and class structure on the one hand
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and those specific aspects o f Taiwanese culture on the other. For example, 
Bourdieu's explanation on the major points o f leverage for teachers' 
assessments on language is that "style is always taken into account, implicitly 
or explicitly" which is also true in Taiwan's dance field (Bourdieu, 1970/1990, 
p. 73). Thus, the Bourdieuian concept is suitable for explaining the relations 
between the educational system and the class structure that are affected by 
particular pedagogic contexts in dance in higher education.
Five key concepts o f  Bourdieu's theory: field, agent, habitus, forms o f 
capital, and symbolic violence, have been applied in order to explain the 
development, function and prospect o f dance in higher education in relation to 
political change and social transformation (Bourdieu, 1972/1977, 1979/1984, 
1993a, 1980/1990, 1980/1993b, 1994/1998b, 2007; Bourdieu & Passeron, 
1970/1990; Bourdieu & Wacquant, 1992). These terms are interdependent and 
relational, rather than isolated, and together they form an interconnected web 
in Taiwan's dance field (Bourdieu & Wacquant, 1992, p. 96). As follows, each 
o f the terms will be defined and their applicability to this thesis will be 
explained.
The field
Bourdieu's concept o f field will be used to explore the predisposition, 
structure and value o f Taiwan's dance in higher education. Bourdieu describes 
a fie ld  as a structured system constituted by the social positions which provide 
individuals with socially allotted spaces to build, perform, compete for, or 
exchange power relations. Different fields are either independently operated 
or correspondingly related, and each o f the fields is distinctly different from 
others (Bourdieu, 1979/1984, p. 226). In Bourdieu's explanation, "a field may
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be defined as a network, or a configuration, o f objective relations between 
positions" (Bourdieu & Wacquant, 1992, p. 97). The objective relations that 
Bourdieu refers to are the relations between resources, such as opportunities, 
funding and/or education, with individuals socially located according to the 
amount o f resources that they are able to obtain.
Drawing on this definition, a dance field can be understood as, for 
example, a social space for performance and training that sees the relations 
between dancers, choreographers and institutions competing for or 
cooperating in the same interests. The relations and positions essential to the 
dance field manifest the interdependency o f seemingly independent entities, 
which are, the dancers, choreographers and dance institutions. In this thesis, I 
aim to investigate how the social positions o f these individuals have been 
shuffled and reshuffled throughout the years o f dance's educational 
development. Following this, the transformation o f their attitudes and 
practices, the interaction o f the powers and legitimate processes in 
confrontation with dominant and symbolic forces will be analysed to 
demonstrate distinctions and subfields within the field and their interactions.
The agents
One o f the fundamental elements o f  a field is its social actors, the 
agents, who form and occupy the social space within the field. According to 
Bourdieu, the agents o f a field are the social actors "who are socially 
constituted as active and acting in the field under consideration by the fact that 
they possess the necessary properties to be effective, to produce effects, in this 
field" (Bourdieu & Wacquant, 1992, p. 107). The field o f dance in higher 
education is constituted by a variety o f individuals whose social positions are
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recognised in relation to the dance profession, such as dance students, dancers, 
choreographers, dance instructors and dance scholars. The agents also refer to 
related institutions such as private dance studios, dance institutions in higher 
and secondary education, local and state governments that are involved with 
policies related to dance, and clubs or centres that organise dance activities.
Agents o f  a field, whether they belong to an institution, a group, or 
operate independently, may exercise their agency to adjust or remain 
unchanged for personal preference to obtain better opportunities and positions. 
For example, in Taiwan's dance field, the major function o f dance in any given 
period reflects the characteristics o f its agents, i.e., the tastes, dispositions, 
and power relations o f the agents. In other words, when a particular function 
o f dance is dominant over other functions, many agents develop a tendency to 
discuss, attend, create, and/or perform related dance themes. For example, 
patriotism became a common underlying theme in the field when dance was 
used as a political tool during the martial law period. Under such 
circumstances, the agents often struggle to locate and adjust their positions 
according to the needs o f a favoured type o f practice. When the function o f 
dance shifts, the agents shift accordingly and thus alter the behaviours o f the 
dance field. This shows that agents who exercise agency are able to adjust 
themselves to suit the major function o f dance in any given period.
The habitus
The habitus, as Bourdieu explains, is "an open system o f dispositions 
that is constantly subjected to experiences, and therefore constantly affected 
by them in a way that either reinforces or modifies its structures" (Bourdieu & 
W acquant, 1992, p. 133). In this thesis, the habitus refers to an
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ind iv idual's or a group 's beliefs, a ttitudes, p ractices, p references and 
values in dance. For either the individual or the co llective habitus, the 
experiences that have an influence over the habitus are usually  derived 
from the behaviour and socialisation  o f  individuals or institu tions such as 
family, school or church. A ll o f  these develop through tim e to form a 
lasting  habitus. However, the habitus can be adjusted when experiences 
are altered. Thus Bourdieu insists that the habitus is "durable but not 
eternal" (B ourdieu & W acquant, 1992, p. 133).
Dance in higher education in Taiwan is, as 1 have argued, one o f the 
social arenas that is constantly affected by socio-political factors. These 
factors are the major forces that have moulded the function o f dance 
throughout different historical stages and that has goaded social agents into 
forming collective behaviours and thus, the habitus. In any given political 
period, the power relations between the agents, and their struggles for 
desirable resources drove the field to operate by means o f certain practices. As 
a result, the habitus o f the field transformed under changes in political 
circumstances, and the propensity o f  the field has been reshaped. Thus, the 
field is found to exist in a situation o f "endless change" (Bourdieu & 
Wacquant, 1992, p. 103). My purpose was to first outline the habitus o f the 
field o f dance in Taiwan. Then, 1 studied the dispositions and practices o f the 
field and its subfields, and the habitus' transformation over time. The last step 
was to analyse how the habitus links practices and dispositions in Taiwan's 
field o f dance to those in higher education.
The forms of capital
Using the Marxist concept o f economic capital, Bourdieu went further
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and proposed other forms o f capital, that is, "social capital (various kinds o f
valued relations with relevant persons), cultural capital (prim arily legitimate
knowledge o f one kind or another) and symbolic capital (prestige and social
honour)" (R. Jenkins, 1992, p. 85). Through accumulating or losing forms o f
capital, the positions and power relations o f social agents are determined in
particular fields. In Bourdieu's view, these other forms o f capital operate in
structures analogous to economic capital in the sense that they can be
accumulated, invested and transferred within a social space (Bourdieu, 2007,
p. 84). These forms o f capital are often tightly connected with socially
distinguished classes, as Bourdieu states:
The primary differences, those which distinguish the major 
classes o f conditions o f existence, derive from the overall volume 
o f capital, understood as the set o f actually usable resources and 
powers -  economic capital, cultural capital and also social capital. 
The distribution o f the different classes (and class fractions) thus 
runs from those who are best provided with both economic and 
cultural capital to those who are most deprived in both respects. 
(Bourdieu, 1979/1984, p. 114)
Each form o f capital is valued according to the social space where it is 
found (Bourdieu & Wacquant, 1992, pp. 97-98). In other words, some o f these 
forms o f capital might be highly valued in one field whilst largely ignored in 
another. In the dance field, cultural capital usually holds priority over other 
forms o f capital, however, economic capital, symbolic capital and social 
capital are still important. In addition, the accumulation o f cultural capital 
often enables dance agents to collect power and to locate their positions in a 
dominant space. Thus, cultural capital is often the key to regulating rules and 
practices in the dance field. However, the value o f cultural capital changes as
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the habitus and function o f dance changes. Accordingly, many agents o f the 
dance field exercise the agency o f  adjusting themselves in order to preserve or 
increase their cultural capital for the purpose o f maintaining social positions 
and to ensure power relations within the field.
Symbolic violence
In Bourdieu's theory, symbolic violence is exercised when symbolic 
capital, for example, prestige or honour, is at work (Bourdieu, 1980/1990, p. 
127). Symbolic capital can be seen as part o f cultural capital, valued with an 
eminence that is acquired through distinctive taste. The greater the volume o f 
symbolic capital that is possessed by an individual or a group, the more 
distinctive they are in society. When they exercise this power o f distinction 
upon those with less symbolic capital, making them dominated, symbolic 
violence is performed. Moreover, symbolic violence often goes hand in hand 
in an intangible relationship with overt violence, that is, physical and/or 
economic violence (Bourdieu, 1972/1977, p. 191).
Bourdieu's concept o f symbolic violence shines a light on the visible 
and hidden forces that are spurred on by socio-political factors in Taiwan 
which directly or indirectly influence changes in dance in higher education. 
By applying Bourdieu's framework, 1 demonstrate different sources o f 
symbolic violence significant at different historical stages. One o f the 
examples is the trend o f patriotic dances during the martial law period when 
dance was manipulated as a political tool by the Nationalist government. 
Many dance agents chose to follow the trend o f producing or performing in 
choreographies with patriotic themes in order to gain or maintain the different 
forms o f capital that they desired. This shows how the effect o f  symbolic
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violence changed the practice o f the dance agents during that time.
Moreover, in Bourdieu's view, "all pedagogic action is, objectively, 
symbolic violence insofar as it is the imposition o f  a cultural arbitrary by an 
arbitrary power" (Bourdieu & Passeron, 1970/1990, p. 5). The cultural 
arbitrary refers to the mechanism that the dominant group uses to overpower 
the dominated group in terms o f behaviour, attitudes, beliefs, thoughts, values 
and preferences. The cultural arbitrary is usually carried out by arbitrary 
power, which is, to draw from an old but common definition, "an act o f  the 
will not guided nor restricted by any law" or "a power without external limits" 
(Block, 2004). In academia, pedagogic action is the source o f a symbolic 
violence that arbitrarily promotes a so-called 'academic' way o f speaking, 
writing and thinking. Similar situations can be found in Taiwan's field o f 
dance in higher education in which major courses such as ballet, contemporary 
dance and Chinese traditional dance overpower secondary courses such as jazz 
dance and tap dance. Under such circumstances, agents who are fond o f the 
secondary courses (most o f them are skilful part-time teachers o f a Dance 
Department without a university degree in dance) feel dominated by the 
dominant group, that is, agents who specialise in the major courses 
(particularly those who are full-time teachers o f a Dance Department with a 
postgraduate degree in dance).
3.2 Primary data collection
The primary data was collected from different sources. Initially, my own 
teaching practices provided primary first-hand experience, albeit subjectively. 
Informal discussions with colleagues and friends stim ulated helpful thoughts
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for further research. Observations o f other practitioners' classes widened my 
perspectives on current approaches to teaching as well as research. In 
addition, I have built up a broad understanding o f the field from attending 
international and national dance conferences and workshops, such as The 
Dance A esthetics and Criticism  Seminar in Taipei (2002), The conference o f 
the Society o f Dance History Scholars (2004), International Dance 
Conferences in Taiwan (2004), World Congress on Dance Research in Greece 
(2004), World Dance Alliance in Singapore (2007), and Summer Workshops 
o f Dance Education for Children at Tainan U niversity o f Technology (2004 ~ 
2009). I also located other first-hand inform ation on the theory and practice 
o f dance education.
As I examined this primary data, I realised that more in-depth, first-hand 
material was needed so I decided to gather more research data by means of 
interviewing. Since the institutional disciplinary power of dance in higher 
education in Taiwan has never been studied before, interviewing was indispensible 
to gain the necessary data for my research findings and analysis. For preparation, I 
consulted resources on interviewing methods (Babbie, 2004, pp. 263-269, 299-311; 
Bernard, 2000, pp. 189-225; Bourdieu, 1993/1999, pp. 607-627; Flick, 2006, 
pp. 74-95; Foddy, 1993; Gray, 2002, pp. 153-168; Seidman, 1998, Stake, 
2000). The interviewing methods varied and were controled in different ways. 
In the end, 1 applied methods defined as informal interviewing, unstructured 
interviewing, semi-structured interviewing and structured interviewing 
(Bernard, 2000, pp. 190-193).
Since 1 had gathered abundant data from informal discussions and class 
observations, 1 decided that more open interviewing was not necessary for this
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interview plan. On the other hand, structured interviewing with a strict 
interview schedule or a set questionnaire that is designed for people to 
"respond to as nearly identical a set o f stimuli as possible" was also unfit 
because it limits the respondents' freedom o f talks and therefore reduces the 
outcomes from the interviews (Bernard, 2000, p. 191). Therefore, in order to 
retain objectivity and flexibility, 1 decided to use a semi-structured format 
with mostly open-ended questions for individual interview. This method 
allows the interviewees the freedom to express their thoughts under a guided 
process.
Analysis method
For collecting the primary data, 1 developed a particular method for 
analysing this research. It was divided into three steps, the details o f which are 
listed below.
Step 1
When choosing a case to study, 1 developed a guideline o f 6Ws, 
including Why, Who, What, Where, When and How (see Table 3.1). This 
guideline was used to locate the significance o f a chosen case.
Table 3.1 Guideline o f 6Ws for primary data collection
Case 6Ws Remarks/Questions
Why Why doing this interview for this case?
Who Who are the interviewees for this case?
What What are the main targets in this case?
Where Where did the case take place?
When When did the case happen?
How How was the case processed?
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Then I divided the interview plan and materials into two categories for 
both case studies. The interview plan and materials were approved by the 
University Ethics Committee with reference number EC/2007/87/FAHS (see 
Appendix 14). Prior to each case study, 1 considered the importance o f the 
questions to be asked (see Tables 3.2 and 3.3).
The first category was for the case study on Chinese Youth Goodwill 
M ission (CYGM).
Table 3.2 Guideline o f 6Ws for primary data collection on CYGM
Case 6Ws Remarks/Questions
CYGM
Why
Who
What
Where
When
How
1. It was one o f the popular and honourable 
activities amongst students in higher education.
2. It was fully sponsored by the Nationalist 
government (checking on political interference).
3. An example o f cultural diplomacy.
4. Dance was used for most o f its programmes.
1. Participants who were dance majors
1. What were the selection criteria?
2. What was emphasised in their training?
3. What were the contents o f their programmes?
4. What happened during the tour?
1. Where were the training places, touring cities and 
performance sites?
1. Before the abolition o f martial law
2. After the abolition o f martial law
1. How was selection processed?
2. How was training organised?
3. How was programme themes designed?
4. How was touring itinerary arranged?
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The second category is for the case study on the Reforms o f  Dance in 
Higher Education at Tainan University o f Technology (TUT).
Table 3.3 Guideline o f 6Ws for primary data collection on TUT
Case 6Ws Remarks/Questions
TUT
Why
Who
What
Where
When
How
1. Its dance department has had an education reform 
which emphasised recreational dance as the 
major courses.
2. It was the only institution o f dance in higher 
education that is private, located in the southern 
Taiwan and has had a long history o f being a 
female student only institution.
3. Its education reform lasted for two years only.
4. I personally observed and experienced the reform 
process.
1. Dance teachers and dance students who were 
involved in the education reform
1. What were the main reasons for the reforms?
2. What was changed for the reforms?
3. What was the result o f the reforms?
4. What were the reactions o f the individuals 
involved in the reforms?
1. Dance department at Tainan University o f 
Technology, Taiwan
1. During the 2005-2007 academic years
1. How was the reforms processed?
2. How was the curriculum/teaching materials 
changed?
3. How was the teaching staff reacted to the 
reforms?
4. How were the students reacted to the reforms?
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For both case studies, the interviewees were dance educators and 
students in private and state dance schools and/or in higher education. They 
were selected for the interviews because o f the depth and detail o f their 
opinions and personal experience relevant to the topics in this research. To 
invite them, I sent out letters and made telephone calls. For the case study on 
Chinese Youth Goodwill Mission, I first screened the former participants' 
background listed on the website o f the CYGM (D. F. Lin, 2001). The 
potential interviewees selected were those who are active in Taiwan's dance 
field at present. However, many o f them were unable to be contacted during 
the research process and a few refused the invitations. These are explained in 
Chapter 1 as part o f the research limitations. At the end, a total o f eight 
interviewees shared their experiences and opinions for this research. A profile 
o f the CYGM dance agents interviewed can be found in Chapter 6.
For the case study on the Reforms o f Dance in H igher Education at 
TUT, six o f the faculty members (three full-tim e teachers and three 
part-tim e teachers) in the Departm ent o f  Dance at TUT who were involved 
in the decision making process or have experienced the changing o f 
curriculum  designs for the D epartm ent o f Recreational Dance agreed to be 
interview ed. Four students who majored in recreational dance also 
participated as interview ees. My objective for this range o f  interview ees 
was to compare opinions between full-tim e teachers/part-tim e teachers and 
between teachers/students in order to show contrast o f different perspectives. 
A profile o f the dance agents interviewed for education reforms at TUT can 
be found in Chapter 8.
For both categories, the interviewees include men and women although
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there are significantly fewer male dance agents than females in Taiwan. 
Besides the two case studies, there were other smaller-scaled interviews 
conducted for the topics on Taiwanese aboriginal dances, dance in the military 
troupes. Competition o f  Chinese Traditional Dance, dance for cultural 
diplomacy, change resulting from the trend o f Leisure Studies, impact o f 
change on the school system and creative cultural industries. M ost o f these 
interviews were conducted in-person individually whilst a few exceptions 
were done with telephone interviews due to distance and time concerns.
Step 2
A file that contains each o f the interviewees' contact information, profile 
and interview summery was made as soon as they agreed to be interviewed, as 
the example listed below illustrates (see Table 3.4). A detailed profile o f each 
interviewee was created for a better understanding o f their background (see 
Appendix 15). M ost o f the interviews were recorded, agreed to by the 
interviewees, with a voice recorder. All o f  the interviews were done in Chinese 
Mandarin but the transcripts were translated into English (see Appendices 16 
& 17).
Table 3.4 Individual file for the interviewees
Name o f the 
Interviewee Topic o f the Case
Contact information:
Telephone number, e-mail 
address.
Profile:
Name, gender, education, profession, remarks
Interview summery:
Recording date, place, time and transcript
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Step 3
For each o f the case studies, several specific points were listed for 
analysing the data collected from the interviews (see Table 3.5).
Table 3.5 Analysis method for primary data collection
Case Analysis Objects Remarks
Collective habitus Particular traits in the field and significant 
changes occurred
Individual habitus Habitual practice o f the agents and 
changes in personal habitus
Forms o f capital
Increasing or decreasing in cultural 
capital, economic capital or social 
capital, ...etc.
Power relations Holders o f power and changes o f power 
relations in the field
Overt violence Spoken pressure experienced
Symbolic violence Unspoken pressure observed
Before analysing the data, it was helpful to "disaggregate the text 
(transcript) into fragm ents, then to regroup them into themes" (Gray, 2002, 
p. 154). Take the transcripts for the case study o f CYGM as an example, 
copies o f the original texts were divided into different categories such as 
the training process, the perform ance tour and opinions o f the m ission (see 
Table 3.6). This method allows the researcher to compare the interview ees' 
opinions and to explain their reactions. It also allows the researcher to see 
similarities and differences between the interviewees for a detailed analysis.
For the case study o f the CYGM, several points were listed for analysis:
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Table 3.6 Analysis method for primary data collection on CYGM
Case Analysis Objects Remarks
Collective habitus
1. Criteria for the selection o f the 
participants
2. The content and purpose o f training
3. The themes, designs and directorship o f 
the programmes.
4. The arrangement o f itinerary and 
performance venues
5. Relationship between supervisors and 
participants
6. D isciplinary guidance: e.g., ideologies
Individual habitus
1. Purpose o f participating in the CYGM
2. Perception o f the CYGM discipline
3. Self-estimation o f the CYGM 
experience
4. Cultural identity
5. Aesthetic preference in dance________
Forms o f capital
CYGM
1. Cultural capital: Knowledge and skills 
gained from training classes, foreign 
cultural experiences
2. Economic capital: Touring expenses 
covered by the government, petty cash 
and bonuses on tour.
3. Symbolic capital: Special treatment 
from their universities and their 
teachers, admired by their peers, 
honourable and prestigious social 
ranking.____________________________
Power relations
1. Power relations between the supervisors
2. Power relations between the supervisor 
and the participant
3. Social ranks and professional 
achievements o f the former CYGM 
participants in the dance field at present
4. Influential ability o f the former CYGM 
participants in the dance field at present
Overt violence
1. Political ideologies during the martial 
law period
2. Rules o f the CYGM
Symbolic violence
1. Conformity process: moulding o f the 
former participants' attitudes, beliefs, 
and behaviour
2. Selection o f the programme
3. Political preferences o f the former 
participants
4. Themes and cultural identity in dance 
choreographies_____________________
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For the case study on the Reforms o f  Dance in H igher Education at 
TUT, the points to be analysed are listed below:
Table 3.7 Analysis method for primary data collection regarding TUT
Case Analysis Objects Remarks
Collective habitus
1. General perceptions o f serious dance 
versus recreational dance
2. Teaching staff and students' reactions 
towards the reforms
3. Differences between the old and the new 
curricula o f the dance department
4. Values o f degrees in dance
5. Preferences o f working environment for 
dancers or dance instructors
Individual habitus
1. Students' reasons for majoring in 
recreational dance
2. Changes o f teachers' practices for 
teaching recreational dance courses 
(especially those used to teach ballet, 
contemporary dance and Chinese dance)
3. Individuals' attitudes towards different 
dance genre
4. Habitual behaviour related to dance or 
beliefs in dance o f the interviewees
TUT Forms o f capital
Sources o f different forms o f capital
1. Cultural capital: e.g., diplomas
2. Economic capital: e.g., number o f new 
students enrolled each year
3. Social capital: e.g., social status______
Power relations
1. Holders o f power for the education 
reforms at TUT
2. Power relations between the teaching 
staff
3. Power relations between the teachers and 
the students
4. Power relations between institutions: 
e.g., state founded universities versus 
private universities or degree granting 
institutions versus non-degree granting 
institutions
Overt violence
1. Non-negotiable regulations o f the 
Ministry o f Education
2. Requests from the university's board o f 
committee or supervisors_____________
Symbolic violence
1. Ranking system that makes separation 
between dancers, dance genre, and dance 
institutions
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By interviewing, I was able to direct the process for necessary 
information gathering about each o f  the research topics. Otherwise distinctive 
personal and original information was not available by other means. To be 
more specific, doing interviews allowed this researcher to understand "the 
lived experience o f other people and the meaning they make o f that experience 
(Seidman, 2006, p. 9). Thus, through interviews, I as the researcher was 
granted access to the interviewees' experiences and could understand the 
meaning they made o f their experiences, which affect their behaviours, 
practices, beliefs and dispositions. Also, through the interviews I was able to 
obtain additional first-hand materials such as photos, newspaper clips, 
programmes and syllabuses provided by the interviewees. These materials 
were filed and cross-referenced where necessary. They provided in-depth 
information and visual support for my analyses (see Appendices 1-5 & 7-13).
I was aware o f possible pitfalls in interviews such as the respondents not 
actually doing what they claimed, as well as inconsistencies in their attitudes, 
beliefs, opinions, habits, and interests, or that they might answer 
enthusiastically about a topic whilst having little knowledge o f it. For that 
reason, I treated the data critically in order to avoid problems that might 
mislead my interpretation. First, I checked against each interviewee's 
responses for consideration o f logical coherence in context. Then, I examined 
data collected from interviewees o f different gender, age, education 
background and professional status in order to pull analyses that are 
corroborated across data sets and to reduce potential biases that might exist in 
a single case.
Finally, it is crucial to discuss my position as the researcher. When
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carrying out this research, I was careful o f my position and values in relation 
to those researched. This was especially true for the case study on the 
Reform s o f Dance in H igher Education at TUT, where I am on the full-time 
faculty and experienced the reform process personally. It was necessary to 
always be on alert for prejudiced analysis or partial judgm ent. There is a 
likelihood (although this may not always have been true) that my professional 
position at TUT allowed the interviewing process to go more smoothly than 
the case study on CYGM, which I was never directly associated with. 
Regardless o f  this, the informants and data collected from both cases were 
treated indifferently. Also, I was cautious with my past experience as a 
contestant in the annual Competition o f Chinese Traditional Dance during the 
martial law period, as I wanted to carry out my research without appearing to 
be biased or judgm ental. Thus, instead o f giving exclusive focus to the data 
that would back my arguments whilst ignoring the opposing opinions, I was 
open to the values and viewpoints o f all concerned with the research and 
engaged in dialogues to cross examine the data.
Having said this, however, I did not intend to remain completely neutral 
which would deprive my point o f view in this research. As the researcher, I 
was in control o f  the direction, meaning and implications o f the work whilst 
being inclined to retain strict adherence to the principle o f independence, 
impartiality and objectivity. After all, it was my interests that led to the 
research, and the analyses were based on my interpretation o f  the data that I 
collected. Needless to say, my concerns about changes in dance in higher 
education in Taiwan emanated from personal involvement in it for almost two 
decades. And I was deliberately self-critical in making explicit the evidence
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and arguments needed to defend my values, I also strove for meeting the 
criteria o f quality, rigor, fairness, significance, and honesty in the conduct o f 
this research. My research is therefore reasonably objective but not value free.
: : : ' 
-'HI .
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Chapter 4
Development of Dance in Taiwan: A 
Historical Appraisal from the Late Nineteenth  
Century to the Post-World War Two Period
Introduction
The development o f dance in Taiwan has gone through several significant 
stages since the late nineteenth century. During the development, many factors 
have been influential in shaping and reshaping the field as one regime gave 
way to another. Some o f these are political and historical factors, such as 
Japanese colonisation and the retreat o f the Nationalist government to Taiwan; 
and some are social factors such as the practice and abandoning o f foot 
binding amongst women. Each political change - the Manchurian Ching 
Dynasty Empire (prior to 1895), five decades o f Japanese colonial rule 
(ending in 1945), the Chinese Nationalist Party martial law period (until the 
late 1980s) and the post-martial law period o f rapid démocratisation 
(beginning in 1988 and continuing today) - has forced social-cultural 
transformation onto Taiwanese society.'
Changes in political, cultural and social practices often affect people's
attitudes and aesthetic judgements towards dance.^ Therefore, the internal and
external forces that have transformed Taiwan in its modern history have also
influenced the development o f dance in terms o f its social status, value,
function, and the agents' aesthetic dispositions. Many o f these forces derive
from a symbolic violence that propelled dance to develop from a form o f low
culture into a socially acceptable art form in Taiwan and to become a field o f
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study in higher education.
In the follow ing sections, I w ill discuss the developm ent o f  dance in 
two political-h istorical stages, the M anchurian Ching D ynasty Em pire and 
Japanese im perial rule, before dance was established in higher education. 
U nderstanding this historical background is crucial for it provides "a 
radical cogency that can make visible aspects o f  the past that have 
previously been overlooked or sidelined, thereby producing fresh insights" 
(Jenkins, 1997, p. 81). An historical appraisal is presented in this thesis for 
this purpose. The changes in socio-aesthetic dispositions o f the society w ill 
be analysed in each period and instances o f  symbolic violence and their 
effects on Taiwan's dance developm ent will be examined.
4.1 The repression of dance during the late nineteenth century
Traditionally, dance in Taiwan was a component o f drama, 
entertainment and/or ritual ceremonies for the aborigines and the ethnic Han 
people.^ However, during the late nineteenth century prior to the Japanese 
colonisation, general attitudes towards bodily movements were quite different 
between these two ethnic groups. As will be explained, dance as a symbol in 
society received almost no respect from the dominant ethnic Han group and 
the value o f dance was underestimated although it represented an important 
tradition amongst the aboriginal groups.
Prior to the twentieth century, dance was scarcely mentioned in Taiwan's 
written records for a variety o f reasons."' For the aborigines in Taiwan, the 
main explanation is usually that they did not have a written form o f language 
(1. H. Liao, personal communication, August 12, 2008; M. F. Wu, personal
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communication, January 20, 2009; Y. H. Zeng, 2006). Therefore no written form 
was available to record the significance of dance in their cultures. For the ethnic 
Han people who brought with them written Chinese, dance was felt to be an 
inappropriate social activity for the sophisticated upper class (Lien, 1933/1987, p. 
33, 1920/1995, p. 613; Lin & You, 1990, p. 100). Being a performer was identified 
with those who were poor and uneducated, and served to entertain those who were 
rich and socially respected (Lin & You, 1990, pp. 94-100). The value of dance was 
insignificant to the ethnic Hans, and, it existed as a subsidiary of other artistic 
forms, thus a primary characteristic of its habitus was oppression and the word 
'dance' was hardly mentioned in spoken language or in writing.
In Taiwan's aboriginal cultures, dance has always been closely
connected with music and songs in their rituals and everyday life, according to
1. H. Liao o f the Panvan tribe, artistic director of the Tjimur Dance Theatre (1.
H. Liao, personal communication, August 12, 2008). In her knowledge o f
P ai wan and other aboriginal traditions,^ Liao states.
Movements and songs are always involved in our everyday 
activities such as singing lullabies or working in the rice fields. It 
is true for all o f the fourteen aboriginal tribes that dances and 
songs are essential elements for ceremonies such as the rite o f 
passage, weddings, harvest and battle preparation. (1. H. Liao, 
personal communication, August 12, 2008)
Liao's statement articulates the significant value attributed to dance by 
aborigines in Taiwan.
Another aboriginal dance agent, o f the Amis tribe, M. F. Wu states.
You may call us the people o f song and dance. 1 mean, the Amis is 
the same as other tribes in that we sing and dance for all occasions. 
For example, my grandmother used to sing all the time when she
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was still with us. She even sang as a prayer when she was making 
food for the pigs we raised. Whenever she sang, I moved around 
her. You see, I grew up with dance. (M. F. Wu, personal 
communication, January 20, 2009)
Wu explicitly explains that dance is a cultural trait in her as well as in other 
aborigines. As a crucial part o f their cultures, movements and songs from all 
ceremonial activities have been passed down through generations, in patterns 
that can be repeated and reorganised in a particular way as "constellations" 
(Lewandowski, 2001). Unfortunately this tradition in dance was not respected 
by the dominant ethnic Han majority until much later.
As for the ethnic Hans themselves, the teaching o f Confucius that 
started around 500 B.C. had been and continues to be a great influence on 
Chinese society (K. F. Wang, 1991). Although he praised the classical court 
dances and music as precious elements for education, Confucius despised folk 
songs and dances that expressed passions for romance boldly in words and 
bodily movements (K. F. Wang, 1991; Wang & Su, 1996; Yin, 1991). 
According to Wang Ke-fan ( i ^ ^ )  (1991), Confucius' teaching emphasised
Six Arts (:A # ) ,  consisting o f Moral Education ( # ) ,  Music ( # ) ,  which
included classical dance. Archery ( # ) ,  Equestrianism ( # ) ,  Calligraphy ( # )
and Mathematics (& ) and so some o f his followers were excellent dancers o f
classical dance such as Sword Dance and Rain Dance (p. 59).
Confucius's aesthetic preferences were selective; according to Chinese 
dance scholar Yin Ya-chao (>^3:5.03) (1991), he adored Ya Yue ( # # ) ,  Chinese 
classical court music and dances, but accused Zheng Sheng ( #  # ) ,  folk music 
and dance known for explicitly expressing romance between men and women in
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lyrics and gestures, o f being obscene (pp. 68-69). Since most people living 
outside the palace had never had the chance to see or learn classical court 
dances, they assumed dance was not an appropriate activity for ordinary people. 
This view was carried by the Han settlers to Taiwan, where incidents o f banning 
bodily movements and songs for expressing romance between men and women 
have been found in historical documents (Lien, 1933/1987, 1920/1995). 
Historian Lien Heng (1933/1987, 1920/1995) gave evidence o f how songs 
accompanied by bodily movements were banned in Taiwan during the late 
nineteenth century. For example, Tao-hua-guo-du ( M / t  i f  ÎÊ.) [As Peach 
Blossoms Pass Through] and Chai-cha-xi (M  ^ M ) [Tea-picking Opera] 
included combinations o f dancing, singing and drama sung in an antiphonal 
style between a man and a woman, were considered socially unacceptable by 
the authorities because o f their bold expressions in lyrics conveying the 
passions for romance (Lien, 1933/1987, p. 33, 1920/1995, p. 613).
Coercively, state power pushed many folk songs underground in 
nineteenth-century-Taiwanese society. Dance performers' social status was very 
low so that performers, including dancers and actors, were ranked with 
prostitutes, magicians, music players, pig farmers, barbers, house servants, 
masseurs, and grave diggers, as "Shia Joe Liu ( T  [the lowest nine social 
tiers]" (Lin & You, 1990, p. 100). Under such circumstances, dominated groups 
(aborigines and the Han performers) were much despised by mainstream society. 
In other words, the social agents o f dance in nineteenth-century-Taiwan 
occupied a finite social space within the social structure and were generally 
regarded as inferior.
Another trend o f aesthetic value that posed a significant obstacle to
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dance's development during this period was the practice o f foot binding o f
women, especially amongst the upper class, a practice that was not totally
abandoned until the mid-twentieth century (S. Liu, 1979, pp. 115-116). In Jane
C. Desmond's Meaning in Motion (1997), she cites from Gloria Strauss' (1977)
research that the practice o f foot binding is suspected as part o f the reason for
the decline o f the popularity o f dance amongst the Chinese. Desmond states.
Theatrical dance in China had, with the exception o f the dramatic 
forms in the Chinese Opera, fallen into a decline among the Han 
(the Chinese majority population) after the Sung period (A.D. 
959-1278). A contributing factor in this decline, argues Strauss, 
may have been the widespread practice o f foot binding, which 
severely reduced female movement especially, but not exclusively, 
among the upper classes. (Desmond, 1997, p. 45)
The practice o f  foot binding was brought to Taiwan by early settlers from 
China (Lo, 2004). It prohibited women in the upper class from moving freely 
and therefore cohered with the social norm and aesthetics o f minimising 
bodily movement. (Women who could move freely were from the lower class 
because their feet were not bound or were bound loosely.) Foot binding not 
only obstructed the development o f women's dancing but also separated 
women into different social levels (Fung, 2006). This separation, along with 
the practice o f foot binding, was viewed as socially legitimate and many 
young girls were pressured into following this tradition. Men were also 
discouraged from becoming professional performers due to social prejudice 
against dance (Lin & You, 1990).
In this period, these social standards and aesthetic judgements served as 
sources o f symbolic violence that further stimulated coercive violence from 
state power. The two forms o f violence collaborated to restrict people's
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movement expression. People who performed in drama, ritual ceremonies and 
entertainment were belittled as 'xi-zi T" [children o f dramas]' because 
those who were born or sold into the business would become professional 
performers. Ironically, many people enjoyed sitting in the audience to be 
entertained by professional performers and some even participated as amateurs 
(Lin & You, 1990). This indicates that the performing arts were viewed as 
suitable for occasional entertainment but not as a respectable profession. 
Therefore, dance as a whole was belittled as a low form o f culture by the 
social elite, and survived only through the perseverance o f the dominated 
social agents, that is, the poor and the uneducated, and as an adjunct to other 
performance arts.
4.2 Dance as a social identity during Japanese colonisation to 
the post-World War Two period (1900s~1940s)
After Japan took control o f Taiwan in 1895, Taiwanese society 
experienced several years o f serious social unrest as the new policies o f the 
Japanese government overturned Taiwanese traditions (J. N. Lai, 1996; Su, 
2002). During the fifty-year period o f the Japanese colonisation, the symbolic 
violence that came out o f modernisation transformed Taiwan's politics, 
economy, education, and culture, and increased the value placed on dance.^ 
This section will give a review o f the Japanese influence on dance, especially 
how the social value o f dance improved through educational policy.
As the Japanese government took control o f Taiwan's education system, 
new schools were established and new courses offered including Japanese, 
classical Chinese, arithmetic, basic science, arts, gymnastics and rhythmic
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courses (Tsurumi, 1984, p. 281). In pursuit o f modernity, the Japanese policy 
o f education for the arts in Taiwan emphasised western-styled forms o f art,^ 
literature  ^ and music and this has affected many Taiwanese people's 
aesthetic preference. Nevertheless, the inclusion o f gymnastics and rhythmic 
movements"' in the school curricula originally upset many Taiwanese who 
were uncomfortable with activities that involved bodily movements (J. S. Tsai, 
2006; Tsurumi, 1992, pp. 293-294). With time, however, these attitudes 
changed, and the ideas introduced through Japanese educational policy 
dominated dance development.
The rhythmic movements provided in school were the first signs that 
dance was about to become an independent performance art form. Japanese 
influence therefore established a foundation for future dance education in 
Taiwan and set the stage for dance to become a discipline in education in later 
years. Consequently, in Taiwan during the first half o f the twentieth century. 
Japanese-influenced western/modern art forms were perceived as distinguished 
high arts whilst the traditional Taiwanese ethnic dance, music and painting were 
ranked as low arts. Compared with other art forms, western dance forms were 
slower to be accepted in Taiwan, because of the traditional bias against 
performers and the practice o f foot binding amongst women.
Although female education and the banning of foot binding were 
amongst the first tasks o f the new colonial regime, social progress was slow 
during the first ten years (Hsieh, 2004). A 1905 survey showed that 56.63% of 
the females in Taiwan were still binding their feet (Hsieh, 2004, p. 210). The 
1906 education policy announced that gymnastics (including games and a 
rhythmic course) were to be part o f the elementary school curriculum, which
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would enforce bodily movement in physical education and thus greatly 
discouraged the practice o f foot binding. By 1915, female students with bound 
feet were less than 5% (Hsieh, 2004, p. 225). The policy o f integrated learning 
for Japanese and selected Taiwanese students started in 1922 (J. S. Tsai, 2006). 
Taiwanese students who were selected had to prove their socio-economic 
status in order to receive permission to enter the integrated learning schools. 
Those who were able to receive integrated school education became socially 
distinguished. Hence, girls o f the upper class no longer practiced foot binding 
in order to pursue assimilation with the Japanese and to participate in school 
activities. During the 1920s and 1930s, students at all levels participated in 
schools' dance activities enthusiastically (L. C. Chang, 2006; J. S. Tsai, 2006).
In the late 1920s, western social dancing such as the waltz and foxtrot were 
introduced to Taiwan through the social activities of the elite class. Accompanied 
by Taiwanese-language pop songs, western social dancing swiftly gained 
popularity in almost every corner o f the island (Kuo & Chien, 2002). Around the 
same time, ballet and German neue tanz were introduced to Taiwan through the 
visit of Japanese dance master Baku Ishii in 1926 and the performance o f Korean 
dancer Choi Seung-hee 1911-1969 )"  in 1936. Both performances were
praised by the Japanese governors and elite in Taiwan as o f high value, and 
through these visits, an interest in studying ballet and German neue tanz 
developed in Taiwan (L. C. Chang, 2006).
During the 1930s to 1940s, a few Taiwanese girls o f the upper class, 
such as, Tsai Jui-yueh, Lin Hsiang-yun and Lee Tsai-o, went to Japan to study 
western dance and later became pioneers o f private dance education in Taiwan 
(C. F. Chao, 2004; Y. G. Lin, 2004; C. Y. Lu, 1995a, 1995b). The first
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Taiwanese man to go to Japan to study ballet and German neue tanz was Lin 
Ming-de # )  who later gave several dance concerts in Taipei in the 1940s
(C. Y. Lu, 1995a, 1995b). However, Lin did not continue performing in 
Taiwan after the occupation was over. Therefore his male dancer role did not 
encourage more male dancing in Taiwan during this time.
Gradually, the movement o f westernisation/modernisation changed the 
value o f dance in Taiwanese society. Towards the end o f the occupation, the 
educated elite in Taiwan began to value dance by seeing it in a new light (C. Y. 
Lu, 1995a, 1995b). Dance, which had not been valued during the last political 
period, found its position partially raised in the shadow o f Japanese 
colonisation. Dance also became a symbol of social class by distinguishing the 
rich from the poor, the sophisticated from the uneducated, and the well-bred 
from the vulgar. Therefore, a hierarchy formed in dance. Western dance forms, 
such as ballet, new dance, rhythmic movements and social dancing, were 
highly praised for their educational purposes and/or viewed as upscale 
entertainment (C. F. Chao, 2004; Y. G. Lin 2004; M. H. Wu, 2005). On the 
other hand, Taiwanese ethnic dances, including folk songs, drama, and 
aboriginal rituals were seen as a low form o f culture and/or entertainment for 
the poor and lower classes (Ko, 2005; Lin & You, 1990).
This hierarchy developed as a function o f cultural reproduction in the 
education system which helped to reproduce the culture o f the dominant class, 
that is, the educated and the rich, and to ensure the continuation o f their 
dominance. This, in part, was a result of the Japanese education system in 
Taiwan which began with an unequal selection in terms o f race (the Japanese 
children) and socio-economic class (the socially and economically
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distinguished Taiwanese children). Although primary education became 
compulsory and was open to everyone in 1941, the social hierarchy had 
become deeply entrenched (J. S. Tsai, 2006). This is an example o f Michael W. 
Apple's (1995) assertion that schools can become the sites o f conflicts 
between class and race (p. 152). Through the process o f social and cultural 
reproduction, various forms o f capital were transferred from one generation to 
the next. The social agents o f the upper class (predominantly 
Japanese-educated Taiwanese) including professional performers and amateurs 
were in favour o f western dance forms and built a taste and disposition 
identified as high culture that transformed the habitus and practices o f dance. 
Thus, western dance forms appeared as a way for social agents to prove or 
increase different forms o f capital such as cultural capital, economic capital 
and social capital.
In summary, the movement o f westernisation/modernisation through 
Japanese colonisation changed traditional values towards bodily movements in 
Taiwan (L. C. Chang, 2006; S. Y. Hsieh, 2004; J. S. Tsai, 2006). Moreover, 
many o f the social agents' collective behaviours promoted western dance 
forms as a token o f distinction in society. Thus, the trend o f acquiring western 
dance skills created one form o f symbolic violence. This "gentle, invisible 
form o f violence" pervaded all fields o f dance and had a significant impact on 
most social agents (Bourdieu, 1972/1977, p. 192). Many Taiwanese studied 
western dances and thus exercised agency in order to promote or secure their 
social positions. Power relations in the dance field between the dance agents 
who performed western dance forms and those who performed Taiwanese 
ethnic dances were at opposite ends o f a continuum, for example, dominant
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versus dominated and high versus low. This contradistinction between the 
dance agents went on till the later part o f the twentieth century.
A fter the war, when private dance education started, social and cultural 
reproduction once again appeared in the socialisation o f a new generation. 
Many Taiwanese still regarded Japan as a great country even though it was 
defeated and had declared unconditional surrender at the end o f the World War 
Two (Du, 2002). The symbolic violence o f Western dance forms, especially 
ballet, as a symbol o f  distinguished social identity remained unshaken until 
the ideology and practice o f a new political regime, the Nationalist 
government, forced the habitus o f dance and other fields to change again in 
Taiwan.
Conclusion
Throughout the two historical stages described in this chapter, the field 
o f dance in Taiwan gradually increased its status in society. It went from being 
viewed as one o f the lowest professions to a respectable career or hobby for 
those who performed or were interested in western dance forms. The changing 
artistic, educational and social value o f dance has promoted its status to a 
higher degree, however, the dance field can never develop in an isolated 
trajectory but needs to interact with other fields. Tracing the development o f 
dance in Taiwan's recent history reveals an ebb and flow o f power relations 
between different social positions in Taiwan's dance field.
This chapter demonstrates that dance agents in different historical stages, 
either collectively or individually, sought different forms o f  capital, whether 
cultural, social or economic capital. The more forms o f capital they
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accumulated, the higher social ranks they achieved. As a consequence, the 
raising o f the dance agents' social ranks became a stimulus that attracted more 
social agents to jo in  the dance field. These dance agents valued cultural 
capital more than other forms o f capital. Their collective behaviour enabled 
dance to be established in higher education in Taiwan, and continue to propel 
its advancement, cultural reproduction and appropriation.
This background study establishes the grounding for a better 
understanding o f the phenomena o f changes in relation to knowledge, violence 
and control in the dance field. In other words, as Desmond states, "concepts o f 
cultural resistance, appropriation, and cultural imperialism are important for 
the light they shed on the unequal distribution o f power and goods that shape 
social relations" (Desmond, 1997, p. 49). In the following chapters, the 
functions and the habitus o f the field o f dance in Taiwan's society and the 
effects on dance in higher education during more recent decades will be 
discussed in more detail.
Notes
' Further information can be found in the following documents: Chen, Chio, & Wu, 
2002; Hong, 2003; Y. F. Hsu, 2002; Kawaji, 2002; L. F. Lin, 2003; Tsau, 2000; 
Tsurumi, 1984; C. M. Wang, 2005; M. L. Wang, 2001; C. S. Wu, 1998; S. H. Wu, 
2005; Y. C. Wu, 2006.
 ^ More information can be found in the following documents: L. C. Chang, 2006; C. 
Y. Lu, 1995a, 1995b; Pan, 2006; M. L. Wang, 2001; L. L. Wang, 2003; M. H. Wu, 
2005.
 ^ More information can be found in the following documents: C. F. Chao, 2005; 
FASDT, 2006; C. H. Huang, 2004; H. F. Lee, 2001a, 2001b; Lin & You, 1990; F. S. 
Liu, 2000; S. Liu, 1979; Ming, 1989,2004; Mo, 2001; L. H. Tsai, 2001, 2002b.
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More information can be found in the documents of Gann, 1984 and Ho, 1984.
By April, 2008, there are fourteen recognised aboriginal tribes in Taiwan: Amis, 
Atayal, Bunun, Kavalan, Paiwan, Puyuma, Rukai, Saisiyat, Sakizaya, Thao, Truku, 
Tsou, Tau and Sediq. Information can be found on the website of the Council of 
Indigenous Peoples at: http://www.apc.gov.tw/main/index_en.jsp.
More information can be found in the following documents: Gann, 1984; Ho, 1984; 
Hsueh, 2005, pp. 11-12; Lin & Keating, 2001; Tsurumi, 1984.
Art education in the elementary school for Taiwanese students started in 1910 which 
emphasised sketch-drawing and concepts of perspective (Hsueh, 2005, p. 13). The 
first official art exhibition in Taiwan was held by the Japanese government in 1927, 
the result of which planted the notion of the "traditional means decay and modem is 
progressive" in Taiwanese people's minds, as all selected artists did their works with 
western skills, such as perspective instead of two-dimensional techniques (Hsueh, 
2005, p. 13).
As westem-style art education became more popular amongst Taiwanese students, 
literature such as "New Poetry" written in the Japanese language was also gaining 
people's attention in the 1920s (Ku, 1997, p. 25).
Western music was first introduced to Taiwan as early as in the seventeenth 
century through European Christian missionaries (P. C. Chen, 1995). However, 
since it was mostly church music, it did not gain wide popularity amongst most 
Taiwanese since not many had converted (P. C. Chen, 1995, pp. 47-55; OMF 
Taiwan, 2006). According to the Overseas Missionary Fellowship in Taiwan that 
despite the over one hundred years of missionary involvement in Taiwan, the 
percentage of Protestant Christians remains only about 2% of the population 
(OMF Taiwan, 2006). During the Japanese occupation, singing classes 
accompanied by organs were mandatory in elementary schools (P. C. Chen, 1995). 
This resulted in the formation of many singing groups, groups for chamber music, 
and small orchestras in different places in Taiwan throughout the Japanese 
imperial period.
Rhythmic movements began in elementary schools as part of music classes and 
gymnastics.
Choi Seung-hee was one o f Baku Ishii's students.
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Chapter 5
Changes in the Habitus of Dance in the 
M artial Law Period (1949 ~ 1987)
Introduction
When Japan declared unconditional surrender at the end o f World War 
Two, the imperial government immediately withdrew from Taiwan. Four years 
later, the Nationalist government in China crossed the Taiwan Strait, claiming 
sovereignty over Taiwan, and imposed martial law (TAHR, 2004). Following 
the take over, political dictatorship replaced colonisation in Taiwan as a new 
form o f coercive violence. During the martial law period, Chinese identity was 
forcefully imposed on the population to eradicate the people's Japanese or 
Taiwanese identity. The Nationalist government's ultimate goal was not only 
to claim sovereignty and impose Chinese identity on the island, but to return 
to the Mainland and 'liberate' it from the Communists; therefore, the 
government cut o ff all activities between Taiwan and China (S. C. Tsai, 2004). 
To achieve that goal, several policies, including censorship, were implemented, 
and punishment for violators was harsh (TAHR, 2004). This new form o f 
coercive violence caused social and cultural transformation, and led dance to 
function as a political tool. Thus, there were dramatic alterations o f the 
habitus in the dance field and society's estimation o f dance varied.
Under political censorship, the dance habitus was greatly influenced by 
prevailing political attitudes, with most agents o f the dance field shifting their 
dispositions according to their sensitivity to politics. Due to such 
circumstances, dance in Taiwan during the martial law period was politically
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oriented (M. L. Wang, 2001). According to Lu Chien-ying (1995a, 1995b), 
rhythmic movement classes that were taught in the school system during this 
period usually contained political themes such as fighting back to China or 
appealing for people's loyalty to the N ationalist government. In other words, 
dance was often used as a means for teaching government doctrines.
Such political interference created limitations as well as opportunities 
for the dance field. Though political influence was and has always been 
present in the arts, education, and many other fields in any given period o f 
time, this period was perhaps the most severe in Taiwan's recent history, and 
the most influential for the dance field. In the following sections, I will 
discuss the rapid development o f dance during the martial law period by 
providing examples o f dance serving political purposes.
5.1 Dance boomed during the martial law period
During the mid-twentieth century, many migrants settled in Taiwan 
from abroad. Those talented in dance came as two separate groups: first were 
Taiwanese students who had studied in Japan and moved back to their 
hometowns as World War Two ended in 1945.' They were trained in western 
dances such as ballet and German neue tanz. The second group was 
immigrants who came to Taiwan from almost every province o f China, as the 
Nationalist government lost its control o f China to the Communist Party and 
retreated to Taiwan in 1949. These dancers were specialised in Chinese court 
dance and the ethnic dances o f different provinces.^ This increase in dance 
talent seemed to bring in more creative power to Taiwan; however, the 
dancers' creativity was limited due to the imposition o f martial law. To be
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specific, the society was operated by propaganda that stressed 
anti-Communism, getting back control o f China, and loyalty to the Nationalist 
government. In addition, Chinese culture was promoted in order to convert 
people's image o f a 'great country' from that o f Japan to that o f China. 
Political censorship controlled almost everything in Taiwan, including the 
press and media, education, literature, communication, artistic expression, and 
political preference, a system that persisted until martial law was abolished in 
1987. Yet, even with the drastic transformation o f society under this violence, 
dance in Taiwan boomed during this period, as will be discussed in the 
following four sections.
5.1.1 The start o f  private dance education
Amongst the group o f dancers who came back from Japan, Tsai Jui-yueh, 
Lin Hsiang-yun and Lee Tsai-o, for example, were pioneers who established 
the earliest private dance studios in Taiwan in the 1940s (C. F. Chao, 2004; Y.
G. Lin, 2004; C. Y. Lu, 1995a, 1995b; Pan, 2 0 0 6 )/ Lee and Tsai were 
students o f Baku Ishii in Japan. Baku Ishii had studied ballet and Eurhythmies 
in Europe during the early 1920s and was the only Japanese student o f Emile 
Jacques-Dalcroze in Dresden (C. F. Chao, 2004, p. 29). Baku Ishii's extended 
influence on dance development ranked him the leading dance master o f Japan 
in the early twentieth century (Burke, 2000). Lin studied dancing, singing, and 
acting at the school that was established by the Shochiku Film Company ( # - #  
(Y. G. Lin, 2004, p. 114). This training was indeed a
preparation for her later career in the entertainment business. When Lin came 
back to Taiwan, she not only opened a private dance school but also the
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girls-only Yi-hsia Musical Company ( # # # . #  g |) , which reached its peak o f 
popularity in the 1960s (Y.G. Lin, 2004, pp. 114-115).
Ballet was the main course taught at these private studios besides 
occasional lessons on new dance or traditional Chinese dances.^ Through 
these private dance institutions, a European influence, especially ballet and 
German neue tanz, was once again transmitted into Taiwan via Japan.  ^
However, unlike the rhythmic movements that were taught to school children 
during the Japanese occupation, ballet was taught to children o f the upper 
class during the post-W orld War Two period as a private form o f consumption. 
According to dance educator Lai Hsui-fon ( #  ^  4^) who was one o f the early 
pupils o f Tsai, ballet was not affordable for most children around this period 
o f time (Taipei 123, 2004). Therefore, ballet, viewed as a distinguished art 
form in mid-twentieth century Taiwan, was labeled as an upscale 
entertainment for the rich. In other words, it was a symbol o f resources and 
power affordable only for those holding economic capital. Symbolically, 
people who studied ballet held a cultural capital indicative o f their higher 
social status. This hierarchy in dance remained unbroken until dance lessons 
were available in higher education for middle class students.
5.1.2 D ance in h igher education  started  its testin g  ground
Another significant development in this period was the establishment o f 
dance in higher education in Taiwan. Beginning in 1952, the National Taiwan 
Normal University offered a movement class under the title 'Rhythm', which 
was later renamed 'Dance' in 1962 (L. C. Chang, 2002; S. H. Lee, 1998; L. H. 
Tsai, 2002a, p. 25). The earliest faculty was a combination o f dance pioneers
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from both the dance agents who studied in Japan and those who came from 
China with the N ationalist government (L. H. Tsai, 2002a, p. 25). Following 
the National Taiwan Normal University, several colleges also began to offer 
dance classes and this was the catalyst for dance to become a subject o f  study 
in higher education later.
In 1964, the first department o f dance was established at the Chinese 
Culture College (now the Chinese Culture University), chaired by Kao Yan 
(CCU, 2005; Chiang, 2004; GYDM, 2001; L. H. Tsai, 2002a). According to 
Tsai Li-hua (2002a) in her research article about the early development o f 
dance in higher education, Kao, a dancer trained in China who came to Taiwan 
in 1949, choreographed a Chinese classical court dance as part o f the program 
for celebrating the Double Ten National Day (the tenth o f October) in 1963 (p. 
31). The performance impressed the M inister o f Education, the founding 
president o f the Chinese Culture College, Chang Chi-yun, and he invited Kao 
to establish a dance department at the College in 1964. It is crucial that the 
College, which is now the Chinese Culture University, was established with 
the educational ideals o f promoting Chinese studies appointed by the political 
leader, Chiang Kai-shek.^ This example brings to light the institutional power 
o f dance in higher education being used as a tool to serve dominant values, 
particularly for a political purpose.
Following the Chinese Culture College, the dance divisions under the 
department o f music were established at the National Taiwan Academy o f Arts 
in 1970 and the Tainan Junior College o f Home Economics in 1971 (L. H. Tsai, 
2002a; H. T. Wu, 2004).^ The dance division at the National Taiwan Academy 
of Arts, chaired by Lee Tien-ming, became its own department in 1977 (NTUA,
2004; L. H. Tsai, 2002a; H. T. Wu, 2004). Later, the National Institute o f  the 
Arts (NIA) founded its department o f  dance in 1983, chaired by Lin Hwai-min, 
the artistic director o f Cloud Gate Dance Theatre (L. H. Tsai, 2002a).^ These 
were the major institutions that trained dancers in higher education during this 
period.
For non-dance-major students, dance clubs were becoming popular in 
most colleges and universities (L. H. Tsai, 2002a, p. 26). These dance clubs 
offered different types o f dances, including ballet, ballroom dancing, jazz 
dance, traditional Chinese dance and modern dance (L. H. Tsai, 2002a, p. 26). 
This kind o f  activity greatly promoted dance appreciation in higher education 
and consequently contributed to the breaking down o f a hierarchy in dance 
towards the end o f this period. As a result ballet was no longer only for the 
rich but was available for the middle classes who did well at school. Higher 
education offered students opportunities to study dance to those who did not 
hold enough economic capital to have lessons at private studios and therefore 
increased their cultural capital.
5.1.3 E stab lishm ent o f the first professional dance com pany
Despite politically imposed restrictions on artistic expression, Tsai 
managed to make a significant contribution to the development o f ballet and 
modern dance in Taiwan during the early martial law period, by presenting 
several ballet productions in the 1950s and 1960s (Cyberstage Taiwan, 2004; C. 
Y. Lu, 1995a, 1995b; M. H. Wu, 2005). In 1957, a workshop organised by Tsai 
invited Eleanor King to teach Doris Humphrey's dance technique, an event that 
marked the beginning of American influence on the development o f dance in 
Taiwan (C. Y. Lu, 1995b, pp. 195-196).’® Then, in 1967, Huang Chung-liang
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K) from the US taught dance classes such as basic technique, music and
dance, choreography, acting and modern jazz at Tsai's dance studio and in the 
Department o f Dance at the Chinese Culture College (C. Y. Lu, 1995b, p. 196; 
"Huang," 1967, p. 8). Wong Yen-lu a Chinese-American dancer,
brought with her to Taiwan Martha Graham's modern dance technique and gave 
a modern dance performance in 1968 at the Chung Sheng Hall (1^ Jj :È) in
Taipei, and these classes were the first exposure dance students had to Graham 
lessons (C. Y. Lu, 1995b, p. 196; "Wu dao," 1968, p.5). Lin Hwai-min, the 
founder o f Cloud Gate Dance Theatre was amongst those who benefitted from 
this instruction (M. Y. Yang, 1998).
In 1973, Lin Hwai-min founded Cloud Gate Dance Theatre, the first 
professional dance company in Taiwan (M. Y. Yang, 1998). Cloud Gate was 
unknown to most people. In its first few years, it operated with limited 
financial support. Lin and the dancers raised funds for their company through 
teaching dance lessons, giving speeches, and receiving private donations and 
contributions from small foundations (M. Y. Yang, 1998). Sometimes, they 
gave free lessons, speeches and performances on university campuses and 
village centres to attract people unfamiliar with dance.
During the first decade o f  its establishment, Lin's repertoire, such as 
Han Shih (4 C # ) [Cold Food] (1974), The Tale o f the White Serpent (1975), 
and The Dream of the Red Chamber (1983), satisfied the Nationalist 
government's pursuit o f Chinese ethnocentric ideology because these works 
were based on Chinese classics, legend and literature (Y. P. Chen, 2002, pp. 
131-142; C. H. Liu, 2000). Albeit presented as modern dance works with 
Graham technique, these choreographies also drew movements from Chinese
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Peking Opera. However, he also challenged censorship by praising Taiwan's 
pioneers in Legacy (1978) and by using Taiwanese songs in My Nostalgia, My 
Songs (1986) (Y. L. Chao, 2001, pp. 6-10). In these choreographies, Lin was 
talented in creating dances which challenged society's aesthetic value and 
political taboos in a limited way but overall satisfied the society's artistic taste 
and political doctrine. Therefore, despite restraints from official policies and 
many Taiwanese people's deep-rooted prejudice against dance. Cloud Gate 
Dance Theatre toured extensively in Taiwan's cities, villages and, occasionally, 
to international sites (M. Y. Yang, 1998).
As a result o f Cloud Gate's influence, people in Taiwan began to accept 
dance as a proper profession by the late 1970s (Y. L. Chao, 2001). Members o f 
the social elite, especially those trained in America and returned to Taiwan in 
this decade, attended Cloud Gate's performances which helped to elevate 
people's perceptions o f dance. Gradually, the Taiwanese audience, who used to 
look down on performers, began to paying respect to theatre performances by 
arriving at theatres on time and following theatre rules such as not taking 
photos, no talking, no drinking, and no eating during the programme (M. Y. 
Yang, 1998). In this way Cloud Gate Dance Theatre produced a new cultural 
capital in Taiwan for the elite, the rich and the educated by drawing them to 
attend its dance concerts. It also opened up dance perspectives for poor and 
uneducated people by dancing on outdoor stages in small towns and villages.
5.1.4 E stab lishm ent o f dance education  for talented  young students
Starting in 1984, the Ministry o f Education implemented a new policy 
that continues to the present, the establishment o f classes for talented dance 
students at all school levels (C. S. Chang, 1997; Cyberstage Taiwan, 2004).
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The system prepares young talented students for dance in higher education so 
that they take regular courses such as languages, science, humanities and 
social studies along with dance technique each week (Tang, 2004). The dance 
courses include creative dance, improvisation, ballet, modern dance (mostly 
Graham technique), traditional Chinese dance, and production. An example o f 
the weekly schedule for dance classes for talented students in the third grade 
o f a junior high school is shown in the following page (see Table 5.1).
In each county and city, one or two schools in each level, elementary, 
junior high and senior high school, are selected by the M inistry o f  Education 
to offer classes for talented dance students. Each school offers one class for 
each grade. At the elementary level, the classes for talented dance students 
start from grade three through to grade six (T. F. Wang, 2003). For the 
secondary levels, each school offers one class for each grade. Students coming 
out o f these classes hold more educational capital than others for entering the 
field o f dance education in Taiwan. In other words, they are given social 
advantage through this preparation and become considered as distinctive 
young dancers.
These examples demonstrate that wars and regime change acted as 
catalysts for different dance agents to mobilise dance as cultural capital 
during the post-W orld War Two period. Other examples demonstrate that 
during the martial law period, dance development progressed rapidly due to 
changes in its educational, social and political functions. These changes 
spurred the habitus o f dance to become multi-functional in purpose. 
Nevertheless, it was the use o f dance as a political tool for spreading 
political ideals that most effectively raised the status o f the field. In the
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following section, examples o f how dance was used as a political tool and the 
impact this had on the habitus will be discussed.
Table 5.1 Weekly schedule - Classes for talented dance students (TMJSJHS, 2006)
Week
Class
Monday Tuesday Wednesday Thursday Friday
1
i 8:25-9:10 Chinese
Social
Studies
Social
Studies Chinese Math
2
1 9:20-10:05 Arts & PE
Military
Training Math Social Studies English
3
10:15-11:00
Traditional
Chinese
Dance
Modem
Dance Production
Dance & 
Music Improvisation
4
11:10-11:55
Traditional
Chinese
Dance
Modem
Dance Production
Class
Assembly Improvisation
11:55-13:30 Lunch Break
5
13:30-14:15 Math Chinese English Social Studies
Social
Studies
----- "
6
14:25-15:10 Math Chinese English Social Studies Chinese
7
15:25-16:10
Modem
Dance
Traditional
Chinese
Dance
Ballet English Ballet
8
16:25-17:10
Modem
Dance
Traditional
Chinese
Dance
Ballet English Ballet
5.2 Dance in the military troupes
One example o f dance as a political tool was the organisation o f the 
Military Recreational Troupe founded after the Nationalist government 
retreated to Taiwan in 1949 (Tseng, 1998). After martial law was imposed, the 
Military Recreational Troupe expanded rapidly wherever dance was used to
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serve political ends. For example, the Recreational Troupe o f the Army was 
established in 1958 to include groups performing Peking Opera, Drama, Music 
and Cinema. Dance performances were involved in each group (Tseng, 1998, 
2006). In 1970, as a result o f dance getting popular and for the purpose o f 
combining talents, a performing group, the M ilitary Song and Dance Troupe, 
was added. For example, the Song and Dance Troupe o f the Army was 
established in 1985. This troupe used dance as the major element o f its 
programmes, interwoven with songs, drama and acrobatics (M. S. Hu, personal 
communication, October 23, 2006; SDTAAGH, 2004). Other than in the army, 
song and dance troupes were formed in all branches o f the armed forces during 
this time.^^
M. S. Hu worked in the army as a dance artist for 30 years. He joined the
army's performing group as a dancer in 1974 and became an instructor and
choreographer from 1976 until 2004 (M. S. Hu, personal communication,
October 23, 2006). As a trained military artist, he specialised in choreographing
dances to themes that were assigned to him. These themes were mainly
propaganda-based, about anti-Communism and patriotism. During the martial
law period and under the Nationalist Party dictatorship, like many other
military artists, he had a knack for creating works that served political aims. For
instance, the props and costumes were designed by people who understood the
'rules' well enough not to make any 'mistakes', like using the yellow star signs
which appear as the main emblem o f the national flag of the People's Republic
o f China. According to Hu,
My experience taught me that it would not take you too long to 
develop the sensitivity for surviving with the soldiers. You don't 
really need anyone to tell you what, when and why you should or
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should not do certain things. In other words, in order to be 
politically correct, you ought to have an instinct about what kind o f 
music to choose for your choreography, what kind o f propaganda 
would help to make your works look good in the supervisors' eyes, 
and what kind o f props or costumes may put you in danger 
regardless o f how beautiful and innocent they might be. (M. S. Hu, 
personal communication, October 23, 2006)
Under these conditions the habitus o f the military song and dance 
troupes was a subfield o f dance in which practices were generated and 
organised through an arbitrary power, "a power without external limits" 
(Block, 2004). Under the system, dance agents o f the troupes developed 
movement dispositions or 'taste' through restricted choice o f choreographic 
style that operated under specifically articulated, if  unspoken, principles. 
Functioning as a political tool, dance in the military troupes was symbolic 
capital for those who were skilful at manipulating the choreography to secure 
their status and position.
In the early establishment o f the military song and dance troupes, most 
o f the performers were soldiers, their acquaintances or people who were 
interested in performing (Tseng, 1998). After dance in higher education was 
established, the troupes recruited dance graduates to join them based on yearly 
contracts. Participation in the troupes provided better opportunities to 
accumulate economic capital than other professional pursuits; therefore, they 
attracted many dance graduates. W. L. Hung joined the Song and Dance 
Troupe o f the Military Police in 1980, but in 1982, she transferred to the Song 
and Dance Troupe o f the Army, then, from 1989 to 1995, she danced with the 
Song and Dance Troupe o f the Ministry o f National Defence. She states,
I think it was a fun job although we could get pretty busy
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sometimes, especially when rehearsing for annual competitions 
with other troupes. Those competitions were incredible. The stage 
settings, the costumes, props, lightings, the singing groups, the 
music and dancing were all excellent. Besides that, it paid well. 
Compared with many dancers in private or professional dance 
companies or instructors teaching dance classes in Taiwan during 
the 1980s, my salary was almost double. I think it was a good 
opportunity for dancers to make a living. (W. L. Hung, personal 
communication, January 06, 2008)
Hung's statement indicates that dance was highly promoted by the government 
when it served a political interest. Consequently, the troupes received 
enormous economic capital from the state for its salaries and expenses, a 
resource which was envied by most other dance groups. The annual 
competitions between the troupes required the agents' full attention in 
fulfilling the requirements o f promoting government doctrines. Even so. Hung 
was satisfied with the economic capital that she received and found herself 
comfortable with the habitus. By offering higher economic capital, it appears 
that the troupes' politically oriented habitus became accepted as normal to 
dance agents like Hung.
Another dance graduate who joined the military song and dance troupes 
was I. L. Lin. She joined the Song and Dance Troupe o f the Marine Corps in 
1983, but in 1985, she transferred to the Song and Dance Troupe o f the 
M ilitary Police. She was also comfortable with working in the troupes, and 
states.
Back in the early 1980s, working in the troupes was guaranteed to 
have better salary for dancers, although the contract had to be 
renewed every year. If  they found better dancers you could lose 
your contract. We were paid according to our academic degree
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level, so pay depended on if  you were college graduate or high 
school graduate. Dance graduates were usually paid higher than 
others. Besides the monthly salary, we received year-end bonuses 
too. I remember in 1985, I was asked by Cloud Gate Dance Theatre 
to jo in  them with a monthly salary o f 3,000 TWD (approx. 52 GBP 
or 95 USD).^^ I liked them but had to turn them down because I 
would have had to find other means to pay my bills if  I had joined 
them. Besides, my monthly salary from the troupe was 25,000 
TWD (approx. 432 GBP or 793 USD)’^  which was a lot higher than 
what Cloud Gate offered. (I. L. Lin, personal communication, 
March 14, 2008)
Lin's statement echoes Hung's and further explains the difference in economic 
capital offered by the troupes compared with Cloud Gate Dance Theatre. It 
indicates that both dance agents were in a social class that their career choice 
often concerned more on making sufficient economic capital rather than 
personal preferences. This social class is certainly different from the ones for 
those who could afford to study abroad and make career choice based on their 
personal interests. Thus, class position is a determinant for the forming or 
changing o f the habitus o f the dance agents who chose to work in the troupes. 
In the troupes, dance agents had to compete with each other in order to 
maintain their resources. The hierarchy in ranking o f the dance agents' status 
was formed by their educational background, in which dance graduates were 
ranked higher than many others. Thus, dance graduates obtained economic 
capital by joining the troupes, yet the cultural capital that they received by 
having a degree in dance enabled them to secure their positions in the troupes.
The military song and dance troupes, a typical politically oriented 
subfield o f dance, provided opportunities for dance agents whose needs for 
economic capital could be filled, although these dance agents seemed to agree
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that dance was manipulated as a political tool. Perhaps it was the atmosphere 
o f the martial law period and the political doctrines taught in the schools that 
shaped most o f the post-W orld War Two generation to place anti-Communism 
and patriotism as a priority in their individual habitus. Working for the troupes 
was regarded as an honourable mission for some o f the dance agents. In other 
words, obligation, personal loyalty and honour enacted as feelings o f 
indebtedness to the country were raised when small amount o f gifts were 
bestowed on the social agents. Thus, political influence on the dance field 
from the troupes, although not directly imposed (just as Bourdieu has stated), 
was achieved nonetheless (Bourdieu, 1980/1990, pp. 126-127).
5.3 Competition of Chinese Traditional Dance
Another example o f dance as a political tool was the annual Competition 
o f Chinese Traditional Dance supervised by the Department o f National 
Defence (C. Y. Lu, 1995b, pp. 190-194). When this began in 1955, private 
dance studios and all levels o f educational settings were strongly encouraged by 
the government to participate (Cyberstage Taiwan, 2004). As anti-Communism, 
patriotism and Chinese identity were forcefully imposed by the Nationalist 
government, political ideology was most important amongst the rules o f the 
competition; therefore, most competitors learned to incorporate propaganda in 
their choreographies in order to win top prizes (Y. G. Lin, 2004, p. 50). Under 
such circumstances, political interference severely limited the creative freedom 
for choreographers who participated in the competition. During this period, 
ideology was the main force that directed the habitus o f the dance field and 
heavily affected the behaviour of the agents whose preference and profession
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were in Chinese traditional dance. Even dance pioneers trained in Japan, such 
as, Lee, Lin and Tsai, had to adjust their attitudes to secure social positions in 
the new power relations (L. L. Wang, 2001, pp. 20-21).
Before the competition was started, the Department o f National Defence 
formed the Committee o f Chinese Traditional Dance in 1952 (C. Y. Lu, 1995b, 
pp. 195-196; Mo, 2001, p. 178). At the time, the committee recruited a group 
o f dance experts to discuss using Chinese traditional dance as a means to show 
the glory o f Chinese traditional culture to the people. After several times o f 
changes, three categories o f selected dances were established: Chinese 
Classical Dances, such as the Lantern Dance, the Ribbon Dance, the Sword 
Dance and the Flag Dance; Chinese Ethnic Dances such as Mongolian dances, 
Tibetan dances and Xinjiang dances; and Chinese Modern Dance, which was a 
style that incorporated Chinese cultural themes into modern dance 
choreographies (the early repertoire o f Cloud Gate Dance Theatre pieces are 
an example o f this style).
The Competition o f Chinese Traditional Dance also set many 
restrictions, some proclaimed in writings and some unarticulated. In his 
research. Mo Gong-hua (2001) states that unspoken observations taught the 
competitors to explicitly include political themes in their choreography in 
order to earn prizes, regardless o f their originality and creativity (p. 178). 
Some other examples are vividly remembered by senior choreographers H. L. 
Kuo and M. S. Liao, M. S. Hu, and younger choreographers H. J. Ouyang and 
C. C. Lee that I have interviewed.
The competition required that each choreography be created with correct 
political sensibilities. According to H. L. Kuo, a senior dance educator and
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choreographer who was born in the late Japanese colonial era, a representative
o f the Nationalist Party was always in the jury during the competition to judge
cultural and political themes. As she recalls,
I remember an incident that happened in the competition but I do 
not remember what year it was. Someone choreographed a dance 
with a theme about missing his or her hometown. The title o f the 
dance was Si Wo Gu Xiang ( ^  # )  [Missing My Homeland].
As soon as the dance was finished, the choreographer was called to 
a closed room backstage and questioned for several hours. The 
choreographer was suspected o f longing to join Communist China. 
After hours of carefully defending him self or herself, the 
choreographer was released. Back then, you had to be very careful 
about the titles, the themes, the music, the props, the costumes, and 
almost everything else you chose for the competition. (H. L. Kuo, 
personal communication, October 26, 2006)
In Kuo's statement, even words that were chosen as the title or description for 
the choreographies were dictated. The politician who was present as one o f the 
judges did not have to be an expert in dance but only to judge the participants' 
political correctness. This limitation o f cultural and political themes produced 
a symbolic violence that often interfered with the creativity o f the dance 
agents.
Other than the choice o f the words, taboos and suspicion were found in 
the many limitations imposed in the competition. Music composed or 
reinterpreted in China after 1949 was not allowed to be used as 
accompaniment for the competition (C. C. Lee, personal communication, 
September 27, 2006). Mandarin Chinese was the only official language that 
was approved for public speech, so songs in other dialects were banned as 
accompaniment for dance competitions (Y. H. Chang, 2004, p. 006). Themes
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based on Taiwan's stories or life experiences were usually denied prizes. New 
creations o f Chinese court dances and Chinese mainland minority dances were 
usually on the winning lists. The costumes and props had to be carefully 
designed to avoid ideas and symbols that could be linked to Communism; five 
stars or hammers and sickles were not allowed as they represented the national 
flags o f the People's Republic o f China and the Union o f Soviet Socialist 
Republics (H. L. Kuo, personal communication, September 21, 2006; M. S. Hu, 
personal communication, September 25, 2006).
H. J. Ouyang recalls one particular constraint on costume and prop 
design when, as a young student, she participated in the competition in the 
1970s. Red flags, said to have a close link to the national flag o f the People's 
Republic o f China, were not allowed when performing ancient war dances (H. 
J. Ouyang, personal communication, November 20, 2006).’"^ Another senior 
choreographer, M. S. Liao and a younger dance instructor, C. C. Lee, agreed 
that most choreographers and dancers shared similar experiences with Kuo 
and Ouyang (M. S. Liao, personal communication, September 26, 2006; C. C. 
Lee, personal communication, September 27, 2006).
Under such circumstances, some dance agents learned to fulfil the 
preference o f the competition judges in order to secure their positions in the 
dance field. For example, M. S. Hu, who gained his experience from working 
for the Song and Dance Troupe o f the Army, was skilful at creating dances for 
the competition. He was not only aware of political sensitivities but also 
capable o f designing and manipulating props and costumes. For instance, he 
created a Lantern Dance in which the lanterns were taped with political 
slogans and their arrangement in different ways created beautiful scenes which
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pleased the judges and won a first prize (M. S. Hu, personal communication, 
October 23, 2006). As one representative o f the many choreographers who 
went through this period, he found a way to allow his creativity to flow within 
the imposed limits and to satisfy the tastes o f the ruling power.
In addition to these regulations o f the habitus, the personal preference o f
the judges regarding type o f dance, music and performing style also
determined who won the prize. According to H. L. Kuo,
You could be almost one-hundred percent sure about who would 
win the prize by looking at who the judges were. They were chosen 
from a particular group o f choreographers, musicians and 
politicians. Most o f their preferences, although different from each 
other, were predictable. However, despite the political interference, 
most private dance studios, educational settings and individuals 
attended the competition every year. Some o f them were required 
to participate by the government. Some participated in order to be 
known by winning prizes. (H. L. Kuo, personal communication, 
October 26, 2006)
Kuo's statement suggests that the competition was a space for dance agents to 
compete for power positions by the winning o f prizes. Besides that, the 
preference o f some judges for a particular group o f competitors created a 
symbolic violence that overpowered the participants' habitus. As a result, 
some participants developed a disposition to create and perform dances in a 
way that the judges were deemed to prefer, thus cooperating with the systems 
o f power dominating the field.
My interviews suggest that the competition was subject to overt political 
interference, the awarding o f prizes attracted many dance agents to participate 
and to follow the rules. The prizes were viewed as a form o f prestige that 
enabled the winners to accumulate cultural capital. Thus, many dance-major
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students attended the competition to obtain or increase their cultural capital. 
Upon graduating from higher education, many o f them opened private dance 
studios and continued to participate in the competition by choreographing for 
their students. The more prizes (cultural capital) they won, the greater the 
reputation (social capital) they gained in society. Consequently, more students 
were attracted to study dance with them and their economic capital was 
increased. This trend o f dancing and choreographing for the competition was a 
typical phenomenon in the habitus o f the dance field during this period, and 
was the way that Nationalist politics maintained its influence on the 
Competition o f Chinese Traditional Dance until the lifting o f martial law in 
1987/5
5.4 Dance for cultural diplomacy
A third example o f dance as a political tool can be located in Taiwan's 
international relations during this period, since dance was manipulated as a 
medium for cultural diplomacy by the Nationalist government. This idea is 
believed to have its original inspiration from the United States, in a model o f 
international relations explained in Naima Prevots' Dance for Export: Cultural 
Diplomacy and the Cold War (1998). Initiated by President Dwight D. 
Eisenhower, the President's Emergency Fund for International Affairs, which 
was established in 1954, was the first national fund that (partially) sponsored 
performers abroad as American cultural exports. Prevots believes the fund was 
established due to major changes that the world was experiencing; the Korean 
War, the new situation in the Union o f Soviet Socialist Republics after the 
death of Stalin, the legal desegregation o f schools in the United States and the
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confrontation between Capitalism and Communism.
When the Presidential Emergency Fund was established, a panel o f 
experts was given the responsibility o f assessing the artistic merits o f those 
applying for the fund's sponsorship. The panel worked along with the United 
States Department o f State to decide which region o f countries a group should 
be sent to for presenting American arts and culture. The first dance group to 
receive sponsorship from the President's Fund for its diplomatic tour was the 
José Limon Dance Company in 1954. Following Limon, many more dance 
artists and groups were sent abroad under the fund, including M artha Graham, 
Alvin Ai ley, Paul Taylor, the American Ballet Theatre and the New York City 
Ballet, to name a few, from the 1950s through the early 1960s.
During the 1950s, members o f the Dance Panel looked for artists or 
groups that were qualified to present American heritage to the world. Artists 
like José Limon and Martha Graham were highly praised by the panellists for 
producing high art in American dance. On the other hand, artists such as 
Merce Cunningham and Alwin Nikolais were rejected for being 'too 
avant-garde' to be representatives o f American dance to the common audiences 
in South America or Asia (pp. 57-60). It was not until the early 1960s, with the 
changing o f the times and panelists that avant-garde artists, such as Ann (now 
Anna) Halprin, were given a chance to be sent abroad (p. 65).
Prevots observes that the results of the Fund-sponsored cultural 
diplomacy were in most cases overwhelmingly positive. In almost every place 
that dance artists were sent, they received warm feedback from the audience 
and the media. According to Prevots, the Eisenhower Emergency Fund was 
significant in changing, if  temporarily, the United States government's foreign
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policy and for increasing cultural engagement with foreign countries, thereby 
lessening the chance o f armed conflict. In fact, this project influenced not only 
the American dance field and the foreign affairs o f  the United States but also 
Taiwan’s field o f  dance and the government's strategy o f using dance for 
international relations. Examples will be provided and explained in the 
following section.
5.4.1 C ultural d ip lom acy from  the US
The Nationalist government built a sound relationship with the United 
States and other western nations as a partner o f the Allies during World War 
Two (Pearson Education, 2006).’  ^ This relationship lasted for some years 
even after the N ationalist government retreated to Taiwan. When Taiwan was 
still a member state o f the United Nations, diplomatic visits between Taiwan 
and the United States were frequent. In the field o f dance, diplomatic visits 
were made by the dance companies o f Alvin Ailey (1962), José Limon (1963) 
and Paul Taylor (1967) (see Appendices 18-20).^^ These events marked one 
positive effect o f political influence on the development o f dance in Taiwan. 
By going to attend these government supported dance events, Taiwanese 
perceptions o f dance were elevated and thus attracted many social agents to 
study modern dance.
Take Paul Taylor's performance as an example, the United Daily News 
for March 3, 1967 reported that Taylor and his dance company were sponsored 
by the United States Department o f State as part o f the Far Eastern Tour for 
the American Cultural Exchange Project (see Appendix 20). According to 
Prevots, Taylor was sponsored because his works were, as Lillian Moore 
reported, "a bit 'out' but not 'far out' like Merce Cunningham, for example",
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and thus were believed to "have a wider appeal than Erick Hawkins, more 
romantic, theatrical, moving" (Prevots, 1998, pp. 64-65).
An advertisement for this performance appeared in the Central Daily 
News, for March 7 1967 (see Appendix 21). It was worded as the "American 
Culture Exchange Project" presenting "Paul Taylor Modern Ballet Dance 
Company", because the term 'modern dance' seemed too abstract for most 
people and since ballet had been introduced to Taiwan by the Japanese and 
was considered an upper class activity (C. Y. Lu, 1995a, pp. 7-8; 1995b, pp. 
184-185). Perhaps, ballet appeared to be more 'romantic, theatrical and 
moving' than the new dance introduced to the Taiwanese in the first 
westernisation period o f Japanese colonialism.
Dance criticism was an unknown profession at this time; therefore, 
reports from the media are the only information from which to judge general 
reactions to the performances, although scholars o f different fields expressed 
their views on the media sometimes. On March 8 1967, the Central Daily 
News reported that watching Taylor's works was like viewing modern 
paintings (a term that was commonly used in Taiwan instead o f western 
paintings) on stage (see Appendix 22). Making connections between ballet 
and modern/western painting techniques (i.e. using three-dimensional 
perspective instead o f the two-dimensional) with Taylor's works was perhaps 
the best way to help the people o f Taiwan to appreciate modern dance, since 
modern paintings had already been introduced by the Japanese in the early 
twentieth century (Hsueh, 2005, p. 13).
At the time, people in Taiwan were not allowed to travel freely in and 
out o f the country, except for special purposes such as study for Masters or
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Doctoral degrees and government permitted international activities, a 
situation that was to last until 1979 (T. J. Li, 2004). Information from outside 
the country was very limited and since Taylor's performance received 
positive feedback, he successfully promoted American modern dance to a 
high level. This event and other visits to Taiwan in the early 1960s indicated 
a shifting o f  focus for foreign imported dance from Japan to America and 
from ballet to modern dance. Many students were drawn to study in the 
United States, including the founder o f Cloud Gate Dance Theatre, Lin 
Hwai-min (Y. T. Lin, 2001, p. 204).
However, the Nationalist government's international political situation 
became difficult after Taiwan (known as the Republic of China) lost its seat in 
the United Nations in 1971 (Taipei Times, 2005). Following that year, many 
other countries broke relations with Taiwan. Most severe was the Carter 
Administration o f the United States, who normalised its relationship with the 
People's Republic o f  China in 1979 (Tkacik, 2002). These incidents caused an 
atmosphere o f anti-Americanism and anti-Westernism to rise during the 1970s. 
Some students who went to America to pursue higher education during the 
1960s returned to support Taiwan. For example, Lin Hwai-min returned in 
1972 and established Cloud Gate Dance Theatre in 1973 (M. Y. Yang, 1998). 
However, despite this atmosphere, some people, including dancers, were still 
drawn to find their opportunities in the United States. Ironically, US imports 
such as pop culture, fast food and Hollywood movies, discouraged for a short 
period o f time, continued to flow into Taiwan.
5.4.2 C ultural d ip lom acy from  Taiwan to the w orld
After losing its membership in the United Nations, the Nationalist
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government strove to improve its relationship with foreign countries by other 
means; one o f them being cultural diplomacy. Dance began to be used as a 
medium by the government to initiate international contacts, activities and 
influence. Private activities for cultural diplomacy were encouraged by the 
government, such as the 'Lan Yang Dancers', a private, self-supporting dance 
group which toured abroad but most significantly the government established 
the Chinese Youth Goodwill Mission (CYGM).
The 'Lan Yang Dancers' were an amateur group which started 
performing Chinese traditional dance as its main goal. Father Gian Carlo 
M ichelini, an Italian priest who came to Taiwan in 1964, established the 'Lan 
Yang Dancers' in 1966 with students from age 9 to 20 (Michelini, personal 
communication, June 20, 2001). He was fascinated by Chinese culture, 
especially traditional Chinese dance, and by setting up a non-profit dance 
school along with other projects, he was determined to serve, culturally, 
socially, and even evangelically the people in the less developed Northeast 
part o f Taiwan, I-lan County.
Michelini states,
I raised funds to invite dance experts to train local children and 
young adults in Chinese traditional dance. Many o f them continue 
to study in colleges majoring in dance. A good number o f them 
returned to work for the new generations o f the 'Lan Yang Dancers' 
upon graduation. I was pleased with the dancers' quality and 
arranged for them to perform abroad. (Michelini, personal 
communication, June 20, 2001)
Hence, financially supported by Catholic churches, the 'Lan Yang Dancers' has
been devoted to cultural diplomacy since the 1970s. Under the political
atmosphere o f the 1970s and also the 1980s, the group appeared on European
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stages as representatives o f Chinese heritage from 'Free China' (this was a 
term that was emphasised by the Nationalist government to distinguish the 
Republic o f China on Taiwan from Communist China, the People's Republic o f 
China).'*
The CYGM, for students in higher education, began in 1974 under the 
M inistry o f Education, but soon came under the Nationalist Party's China 
Youth Corps (D. F. Lin, 2001)/^ Its mission was to visit the Chinese and 
Taiwanese diaspora in various countries with performances. The performances 
were mainly designed around dances mixed with songs, music and folk games. 
The mission was a rare opportunity for students in higher education, both 
dance majors and non-dance majors, to receive intensive dance training and 
perform overseas. Although this appears to mirror the American public policy 
described earlier, the CYGM differs in that it was predominantly guided and 
fully supported financially by the Nationalist government's political party and 
its members. In such case, the mission's main purpose was to serve the country 
and the political party supporting it. The CYGM lasted until the Nationalist 
government and its political party lost power in the presidential election in 
2000 (Y. C. Lin, 2001; C. C. Lo, 2005). As the political regime changed, the 
mission was interrupted. The tour to New Zealand and Australia in 2001 was 
the last mission (D. F. Lin, 2001). A case study of the CYGM through its 
participants' voices will be discussed in the next chapter.
Under the name o f cultural diplomacy, dance fulfilled its function as a 
medium for cultural exchange and satisfied political purposes. Dance agents 
who participated in the CYGM and the 'Lan Yang Dancers' were granted an 
opportunity to see the world during a time when travelling abroad was under
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restriction. As expenses were covered by the government (the CYGM) or 
private donations (the 'Lan Yang Dancers'), they accumulated cultural capital 
without losing economic capital. Under such circumstances, dance for cultural 
diplomacy was an honourable artistic and social occupation for many dance 
agents during the martial law period.
Conclusion
Changes that occurred during the martial law period demonstrate a 
progressive development o f dance in many ways. First, dance education 
developed from private studios to state directed programmes and even 
became a major for study in higher education. This progress in dance 
education indicated the acknowledgement o f the disciplinary value o f dance 
by the government and society. It also removed the social prejudice against 
dance.
The second form o f progress in dance development was an increasing 
possibility for agents to acquire economic, cultural and social capital through 
dance. Many opportunities created in this period, such as teaching dance 
classes at various educational settings and joining the military song and 
dance troupes, provided means for dance agents to obtain economic capital. 
On the other hand, as dance became a discipline in education, it allowed 
dance agents to obtain or increase their cultural capital by receiving 
diplomas in dance. As they increased their economic and cultural capital, 
dance agents acquired or increased social capital as well. In other words, 
progress was seen to provide material and intangible benefits for dance 
agents, better than for their predecessors in the previous two political stages.
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Thus the field was enlarged by these changes and new positions were 
created.
The third form o f progress in dance development in this period was the 
increasing number o f dance agents. World War Two and the Chinese Civil 
War brought sizeable dance talent into Taiwan and these dancers contributed 
to dance education development. Through their teachings at private studios, 
schools o f the state sector and at higher education institutions, many more 
social agents joined the dance field. The increasing number o f dance agents 
indicated a rise in the social value o f dance in Taiwan.
In assessing this progress in dance, I argue that political influence was 
the main force that propelled the development. For example, by serving the 
regime's political purpose, dance education was greatly supported by the 
government, and its development was dictated under the power and control 
o f ideology, such as promoting Chinese identity, anti-Communism and 
patriotism. Therefore, the relationship between schooling, state power and 
dance (the subject) in this period was based on mutual benefits under the 
condition o f political censorship. Also, by choosing to serve politics, dance 
agents had better means to obtain or increase their economic, cultural and 
social capital. As a result, many social agents were attracted to study dance 
and thus increased the number o f agents in the dance field.
Moreover, my argument that dance was politically oriented during the 
martial law period is clearly demonstrated in the examples that were 
discussed earlier, namely the military troupes, the Competition o f Chinese 
Traditional Dance, and dance for cultural diplomacy. These examples 
illustrate specific instances in which dance was closely connected with
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politics in this period. They also reflect that a two-sided effect arose from the 
function o f dance as a political means: opportunities in dance were created 
under conditions o f restraint on free expression. But whilst freedom o f 
creativity was limited, agents o f the dance field found ways to adjust their 
dispositions and expand their power relations in society. As a result, a 
coercive violence acted as an impetus for dance to acquire symbolic power.
Notes
 ^ Detail can be found in C. F. Chao, 2004; Y. G. Lin, 2004.; C. Y. Lu, 1995a, 
1995b
 ^ More information can be found in L. C. Chang, 2002; Chiang, 2004; S. H. Lee,
1998; C. Y. Lu, 1995a, 1995b; H. T. Wu, 2004.
5 Tsai established her school in 1946, Lin in 1947 and Lee in 1949.
The school and the Shochiku Film Company are part of the Shochiku Co., Ltd.
Information can be found at http://www.shochiku.com.
5 Under the Nationalist government's propaganda, the new dance (the German neue 
tanz) was usually taught with a theme of anti-Communism and patriotism. In 
addition, in order to convert the people's image of a "great country" from Japan to 
China, traditional Chinese dance was highly promoted (C. Y. Lu, 1995a, 1995b; L. 
L. Wang, 2007).
 ^ The first time that European influence on dance was transmitted into Taiwan was 
through the rhythmic movements taught in schools during Japanese occupation. 
Then it was German neue tanz and ballet that were taught in private dance schools 
after the Japanese occupation ended.
 ^ "Founded in 1962 and tentatively named Far East University by its founder. Dr. 
Chang Chi-yun, Chinese Culture University (CCU) was originally christened 
College of Chinese Culture by the late ROC [Republic of China] President Chiang 
Kai-shek, and henceforth mapped out the direction of its future development and 
educational ideals." - Cited from the English website of the Chinese Culture 
University at http://www.pccu.edu.tw/intl/pase/english/english.htm.
 ^ The National Taiwan Academy of Arts was renamed the National Taiwan 
University of Arts (NTUA, 2005) and the Tainan Junior College of Home
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12
13
14
15
16
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Economics was first changed to the Tainan Woman's College of Arts and 
Technology but has been renamed the Tainan University of Technology (TUT, 
2006).
The National Institute of the Arts is now the Taipei National University of the Arts 
(TNUA, 2005).
Eleanor King came to Taiwan again in 1967 ("Jin li na," 1967, p. 6).
At its peak, there were the Song and Dance Troupe of the Air, Song and Dance 
Troupe o f the Navy, Song and Dance Troupe of the Military Police, Song and 
Dance Troupe of the Army, Song and Dance Troupe of the Marine Corps, Song 
and Dance Troupe of the Army Logistics, and White Snow Song and Dance 
Troupe of the Taiwan Police Headquarters, and many other smaller teams. All the 
troupes were gradually disbanded after 01 July 2000.
Exchange rate was based on information drawn from the web site of The Universal 
Currency Converter®, 1 GBP = 57.8123 TWD; 1 USD = 31.4973 TWD. Retrieved 
August 25, 2008, from: http://wvm.xe.com/ucc/.
Exchange rate was based on information drawn from the web site of The Universal 
Currency Converter®, 1 GBP = 57.8123 TWD; 1 USD = 31.4973 TWD. Retrieved 
August 25, 2008, from: http://www.xe.com/ucc/.
The national flag o f the PRC is a red flag decorated with 5 yellow stars in the 
upper left-hand comer. A picture o f the PRC national flag can be found at: 
http://www.locpg.gov.cn/big5/rszg/ibgQ/gQgggh/200702/t20070225 1823 .asp.
After the abolition of martial law, political ideology no longer affected the 
awarding of prizes, and government officials were no longer involved in the 
competition as judges. Supervised by the Ministry of Education, the competition 
was renamed the National Student Dance Competition in 2001. More information 
can be found on the website at: http://140.122.72.22/ site/HomePage.aspx.
During World War II, the Axis Powers were formed by Germany, Italy, Japan, 
Hungary, Romania, and Bulgaria whilst the Allies were the U.S., Britain, France, 
USSR, Australia, Belgium, Brazil, Canada, China, Denmark, Greece, Netherlands, 
New Zealand, Norway, Poland, South Africa, and Yugoslavia. Information found 
on "World War II (1939-1945)", Infoplease, © 2000-2006 Pearson Education. 
Retrieved October 11, 2006, from: http://www.infbplease.eom/ipa/A000I288.html.
Information can be found in the following documents: Alvin Ailey ("Hei ren ai 
lin," 1962; Prevots, 1998, p.93; "Qing he li," 1962; Yao, 1962), José Limon (Chu, 
1963; Lang, 1963; "Li meng," 1963; Liu, 1963; Yao, 1963), and Paul Taylor ("Bao 
luo tai le," 1967; "Bao luo tai le zhi wu," 1967; Hui-zhen, 1967; "Mei ba lei wu 
tuan," 1967; "Mei guo", 1967, p. 5; "Mei guo bao luo tai le," 1967).
After the abolition of martial law, the 'Lan Yang Dancers' was transformed to focus 
on Taiwanese indigenous and folk cultures, and they set out to study and present
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performances based on local themes. Many recent works of the 'Lan Yang Dancers' 
demonstrate that the group's cultural identity through dance has been transformed 
from remote China to local Taiwan. For example, its 1999 dance drama. Princess 
Karvalan was inspired by local legends (F. S. Huang, 2001).
In 1952, the leader of the Nationalist government, Chiang Kai-shek appointed his 
elder son Chiang Ching-kuo ( #  # . @ ) to establish the China Youth 
Anti-Communism Corps ( t  @) which was renamed the China
Youth Corps ( t  @ Bl) in 2000 (CYC, 2006; CIO, 2002b). The mission
of the China Youth Corps is to recruit young people through activities that 
sponsored by the Nationalist Party (CYC, 2006).
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Chapter 6
Case Study of the Chinese Youth 
Goodwill Mission 
The Voices of the Agents
Introduction
During the martial law period, as I have suggested, dance had become 
highly politicised, and a key example o f how politics influenced the field o f 
dance in higher education was the creation o f the Chinese Youth Goodwill 
Mission (CYGM). Dance agents who participated in the mission were exposed 
to covert and overt forms o f political influence, even as they simultaneously 
received benefits such as petty cash, training, privileges in academic 
regulation, and travel opportunities, ju st to name a few, from the mission. 
These benefits, both material and symbolic, include economic, cultural and 
symbolic capital, in Bourdieuian terms. This chapter will examine the effect o f 
the CYGM on its participants and on their social status in the dance field in 
relation to three areas. First, it describes how the habitus o f the CYGM 
affected the dance agents. Second, it moves on to identify the forms o f capital 
that the mission created for the dance agents, and third it assesses how the 
mission affected the agents in their subsequent professional pursuits. By 
examining these topics, I plan to show how the CYGM influenced dance in 
higher education during the martial law period and led to changes that have 
taken place between now and then.
Data collection for this research utilised semi-structured interviews in 
order to secure as much first-hand material as possible. Since the focus o f the
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research was on dance in higher education, the interviewees were limited 
mainly to dance majors who participated in the CYGM, and therefore excluded 
participants who majored in other fields. The one exception to this was a 
student who had been dancing since the age o f six, received her MA and PhD 
in dance education, and is now a full professor o f dance. She was considered 
suitable to interview because o f her subsequent career although she was not 
majored in Dance for her Bachelor's degree. A total o f eight former 
participants were interviewed, five o f whom joined the CYGM during the 
martial law period (1949-1987). Table 6.1 in the following page shows a 
summary profile o f the eight dance agents. Other sources include newspaper 
clippings, programmes, and photos provided by the interviewees as well as 
information on the CYGM website.^
6.1 Profile of the mission
In existence for almost three decades (1974-2001), the CYGM operated 
under a set structure with minor changes from year to year. The set structure 
included its selection process, training organisation, programme themes and 
touring itinerary, which will be discussed in this section.
6.1.1 The selection
The CYGM recruited its members annually by holding auditions for 
students from all colleges and universities in Taiwan (D. F. Lin, 2001). The 
first step was an on-campus selection process in the autumn o f each year. 
Some higher education institutions allowed their students to sign up for the 
on-campus selection process o f their own volition whilst others only accepted
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Table 6.1 Profile o f the CYGM dance agents interviewed
Name/Gender
Year/Age
Attended
Group
Attended
Current Profession
Hung 
W. L.
/
Female
1978
/
20
USA-West
Part-time dance 
instructor at various 
schools; volunteer for 
Cultural Teachers on 
Tour
Chang 
C. S.
/
Female
1983
/
20
US A-West
Professor, Dance 
Department, XXX 
National University
Ouyang 
H. J.
/
Female
1984
/
19
US A-West
Artistic Director,
XXX Dance Company 
& School
Hua
B.Y.
/
Female
1985
/
19
US A-West Artistic Director, XXX Dance Troupe
Cheng 
R. Y.
/
Female
1986
/
20
USA-East
Dean o f Student 
Affairs & dance 
instructor. Dance 
Programme, National 
XXX High School
Ku 
C. C.
/
Male
1988
/
23
Europe & 
Middle East
Artistic Director, 
XXX Dance Theatre; 
Associate Professor, 
Dance Department, 
XXX University
Hsu 
H. C.
/
Female
1989
/
19
Europe & 
Middle East
Artistic Director, 
XXX Folk Dance 
Group
Yang
W.C.
/
Female
1995
/
19
Asia-Pacific, 
New Zealand, 
Australia and 
South Africa
Artistic Director, 
XXX Dance Group
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applications from those recommended by their faculty. The criteria o f 
on-campus selection varied from institution to institution; however, 
performance skills and behaviour were generally the top concerns whilst 
elocution, foreign language ability and academic performance were added 
bonuses at some schools (R. Y. Cheng, personal communication, November 20, 
2006; W. L. Hung, personal communication, January 06, 2008).
The audition process usually involved two stages once someone had been 
nominated. First, the nominees, around 300 to 500 students in total, gathered 
together during the winter break for a one-week training camp, and the first cut 
was made at the end o f that week (W. L. Hung, personal communication, 
January 06, 2008; C. C. Ku, personal communication, February 03, 2008). 
Around 100 to 200 students were chosen to attend another one-week training 
camp during the spring break. The final list of participants for the mission 
would usually be made at the end o f the spring audition week (R. Y. Cheng, 
personal communication, November 20, 2006; W. L. Hung, personal 
communication, January 06, 2008; H. J. Ouyang, personal communication, 
November 20, 2006; W. C. Yang, personal communication, November 20, 2006). 
At other times, the final list was not announced until the end o f the first week o f 
the next training camp in the summer (C. C. Ku, personal communication, 
February 03, 2008). People on the final list (usually around fifteen in each 
group with three to five who were majoring in dance) spent an entire summer in 
more intensive training and rehearsals.
6.1.2 T raining
The training sessions usually took place in Taipei city supervised by the
China Youth Corps (C. C. Ku, personal communication, February 03, 2008).^
118
Most members remember the training as an unforgettably harsh portion o f
their student lives (R. Y. Cheng, personal communication, November 20, 2006;
H. C. Hsu, personal communication, February 10 2008; C. C. Ku, personal
communication, February 03, 2008; W. C. Yang, personal communication,
November 20, 2006). The training included fitness exercises, English,
international etiquette, elocution, dance techniques and performance skills. In
both audition weeks and in the summer intensive period, work usually started
at 5 am with a flag-raising ceremony (a ceremony that was common at most
schools during the martial law period). A 5000-metre jog followed the
ceremony along with an hour o f fitness and weight training. As B. Y. Hua
recalls, the morning training period also included "climbing the poles and frog
jumps" (B. Y. Hua, personal communication, February 04, 2008). The
remainder o f the day was scheduled for learning dance techniques and
rehearsals. At night, courses such as English and International Affairs were
taught, sometimes until midnight. As R. Y. Cheng recalls.
We were under such a difficult challenge that we called it 'the 
training from hell'. With so much pressure I lost a lot o f weight 
during the training period. My mother could not recognise me on 
the night o f the performance before we departed for the US. (R. Y. 
Cheng, personal communication, November 20, 2006)
Cheng's statement suggests that the training could be harmful to the trainees' 
bodies but at the time it was considered a way to develop one's potential and 
strength. In some years, the lecture courses were held in the morning and the 
rest o f the day was scheduled for performance skills training and rehearsals 
until midnight (C. C. Ku, personal communication, February 03, 2008; H. C. 
Hsu, personal communication, February 10, 2008). Other than that, the
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organisation and content of the training sessions remained similar every year.
There were rules and forms o f punishment that gave the CYGM
members more pressure than the physical challenges o f the training. For
example, if  a single person lost concentration in any section, the whole group
would be punished with press-ups or other exercises (R. Y. Cheng, personal
communication, November 20, 2006; W. C. Yang, personal communication,
November 20, 2006). Members were required to take showers within three
minutes as part o f the training for brisk actions (W. C. Yang, personal
communication, November 20, 2006). At times, they were required to stay
alert whilst they were asleep, as H. C. Hsu recalls.
There were times where I was woken up by the supervisor at 2 am 
after I had just been asleep for two hours. Others were woken up at 
other times. We were told that they wanted us to be able to take any 
kind o f challenge because anything could happen during the tour. 
(H. C. Hsu, personal communication, February 10, 2008)
Hsu's statement tells that their training not only took place during the day but 
also at night. They were trained as if  they were army soldiers. In fact, military 
training was a mandatory course in all high schools and colleges during the 
martial law period and remains so in many educational settings today. During 
the martial law period, the ultimate goal o f the Nationalist government was to 
win back China; therefore, everyone was required to have basic military 
training and all men older than twenty years old, except for the physically or 
mentally disabled, were required to serve in the army for two to three years. 
Based on the idea that the CYGM was to serve the country, its participants 
were deemed to be the equivalent o f army soldiers. Additionally, a positive 
manner and attitudes were emphasised in the training. As W. C. Yang states.
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You had to keep a smiley face all day long and all the time during 
the training sessions and the tour. That is, when you felt like crying 
you could only do so in your room, not out in public which might 
cause a scene. Some o f the members from the previous years were 
called back to assist in our training. We had to be very polite to 
them and always address them as 'elder brothers' or 'elder sisters' 
each time we saw them. If you forgot to greet them, you would be 
scolded or punished by the supervisors. (W. C. Yang, personal 
communication, November 20, 2006)
Culturally speaking, respect for age and seniority is highly valued in Taiwan. 
However, from what Yang states, this virtue was carried out to a greater extent 
by the CYGM. Overall, the discipline instilled by the Nationalist government 
was for the CYGM members to present the best image o f the country. In that 
respect, the participants o f the CYGM were trained to be strong physically as 
well as mentally. In order to maintain a positive attitude, they were trained to 
wear uniform smiles in everyday life as well as during performance on stage, 
as can be seen in the photos o f the programme (see Appendix 2).
6.1.3 The program m e
The programme design for each concert tour had a uniform structure, 
implying patriotism and emphasising Chinese traditional culture in content, 
although the choreography differed from year to year as artistic directors 
normally received one-year postings. The idea o f patriotism during the martial 
law period mainly referred to loyalty to the Nationalist government. In that 
light, every citizen was expected to be patriotic to the government as his or her 
social responsibility. Since the Nationalist government mainly consisted o f the 
Chinese Nationalist Party, patriotism in this period could also imply a value 
preference for the political party. Therefore, symbols o f the nation and the
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political party, such as the national flag and the emblem o f the political party, 
were often incorporated into the programmes.
As for the idea o f  emphasising Chinese traditional culture, the 
programme images referred to the diverse ethnic dances o f China because the 
Nationalist government spent much effort in educating the citizens in Taiwan 
to recognise China as the motherland. In that respect, the study o f China's 
history, geography, literature and culture was far more encouraged than the 
study o f  local affairs, such as Taiwanese folk arts. Therefore, the major part o f 
the CYGM programmes consisted o f Chinese court dances and minority 
dances, and even occasionally included Taiwanese songs. Examples can be 
found in the 1985 programme. "Folk dances, folk songs and musical 
instruments from all over China" (emphasis on Chinese traditional culture) 
and praise for the soldiers (patriotism), composed a big part o f the content (see 
Appendices 1 and 2). Under such circumstances, a CYGM habitus was created 
that culturally reflected the ideology o f Taiwan, which will be further 
discussed in the next section.
According to W. L. Hung, versatility was emphasised in the early
programme design.
For the first 6 years the ministry o f education passed responsibility 
for programme design onto the television stations. The only three 
TV stations, Taiwan Television, China Television and Chinese 
Television, took turns working on the programme design. The early 
groups had more variety in their programmes compared to the later 
groups after the mid-1980s. In our programme, we had different 
people to perform dance, music, Kung Fu, Chinese opera, 
acrobatics and folk games. When Cloud Gate was asked to design 
the programme and train the members in 1980, dance performance 
was emphasized instead of the multi-talent shows that we had done
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previously, (W. L. Hung, personal communication, January 06, 
2008)
Hung attended the mission tour in 1978, four years after the start o f the
CYGM. She experienced a changing o f the programme design which resulted
from changes in the directorship from television programme producers to
dance choreographers. From the early 1980s, the mission's programmes were
mostly dance-oriented although singing and traditional music were still
included. C. S. Chang, recalls the 1983 programme that she joined.
Previous to 1980 and some years afterwards, the CYGM wasn't so 
dance-oriented. The year that I participated, the Ministry o f 
Education gave the responsibility for preparing the programme to 
the director o f the dance department at the National Taiwan 
Academy o f Arts, Lee Tien-ming. He designed the dance-oriented 
programme and invited several dance instructors from his 
department to choreograph for us. (C. S. Chang, personal 
communication, February 02, 2008)
Chang indicated that working for the CYGM was viewed as an important task 
which at times could become the work o f the entire department. Other than 
changing from a diverse programme to a dance-oriented design, the themes o f 
patriotism and Chinese traditional culture remained almost unchanged 
throughout the years. Since many dance educators had been involved in the 
CYGM, this style o f performance and curriculum programme was common 
amongst departments o f dance in higher education. After the lifting o f martial 
law, patriotism was emphasised less although Chinese traditional dance still 
retains its place in dance studies in higher education. Training in Chinese 
traditional dance (court dance and ethnic dance) still occupies many study 
hours for dance majors in most dance departments (see Appendices 7-1 ~
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13-4).
6.1 .4  The tou r
The mission tour usually started in early September and finished at the
end o f October or early November. There were two leaders for each group,
which made a total number o f 16 touring members in the early years. After
1981, a secretary and a stage manager or technicians were sent to work with
the groups. The number o f people in each group increased from sixteen to
nineteen in the 1980s to more than twenty in the 1990s (D. F. Lin, 2001). Also,
there were only two groups each year until 1980, the USA-East and the
USA-West groups. From the 1980s onwards, more groups were added and
travel routes included countries in Europe, the Middle East, Central and South
America, Africa and the Asia-Pacific region. The arrangement o f countries for
the tours was organised by the M inistry o f Foreign Affairs and its overseas
offices but the students were not granted a choice o f countries because they
took orders from the supervisors. This can be drawn from a few agents' voices,
such as C, C. Ku's,
The forty-eight chosen were divided into three groups o f sixteen 
members each, and these three groups were designated the 
USA-East Group, US A-West & Canada Group, and the Europe & 
Middle East Group. I was chosen for the Europe & Middle East 
group. I heard a rumour, which may or may not be true, that they 
put the best dancers in my group because they thought European 
audiences were pickier than American audiences. (C. C. Ku, 
personal communication, February 03, 2008)
Chang had a similar experience during the tour-selection process. She states.
I'd always wanted to find a graduate school on the east coast o f the 
US so I preferred to be in the USA-East Group. However, it was
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not up to me to decide which group I'd be placed in, and when I 
was placed in the USA-West Group, I still accepted it with 
pleasure. (C. S. Chang, personal communication, February 02, 
2008)
Their voices suggest that the students were not allowed to express their 
preferences but accepted what was passed down to them. This obedience is 
further evidence that they were deemed to be like army soldiers whose duty 
was to follow orders. During the martial law period, most students, even in 
higher education, were trained to obey what their teachers told them to do and 
to avoid critical thinking. This relationship to authority is still common in 
many educational settings at the present time.
The branches o f the Bureau o f Consular Affairs (BOCA) in the countries 
they visited helped to arrange the itineraries o f each tour (W. L. Hung, 
personal communication, January 06, 2008). Volunteers were drawn from the 
local Taiwanese community in each region that the groups visited and officers 
o f each branch usually hosted a press conference or sent out press releases. 
They always invited politicians, reporters, scholars, overseas Chinese and 
Taiwanese, artists and university students to come to the performances. An 
archive o f the 1985 USA-East Group is an example of the touring itinerary 
which included dates and performance sites (see Appendix 3). This itinerary 
shows that the performances all took place in educational settings. Potentially, 
there might have been another reason that they had to go to colleges, which 
was the lack o f access to more mainstream venues given Taiwan's relatively 
minority status at that time. Nevertheless, by performing in educational 
settings, the CYGM de-politicised its image and created an impression of 
students' activities for cultural exchanges.
125
6.2 The habitus of the CYGM
With its sponsorship, initial purpose and historical background, I would 
suggest that the CYGM created a collective habitus in which implicit and 
explicit political influence was involved. Being sponsored by the Nationalist 
government for the purpose o f cultural diplomacy, patriotism was the main 
characteristic o f this habitus, one that consisted of an enduring, learned and 
unconscious repertoire o f behaviours for supporting the Nationalist 
government's regime. Most interviewees, especially those who participated in 
the mission during the martial law period, disagreed that political influence was 
involved. Many o f them express positive opinions about participating in the 
mission, and although coercive forces may not always be negative, it seems to 
be a sensitive issue. Many prefer to believe that the mission was a student 
activity sponsored by the government, which was free o f politics. In this range 
o f responses, their subjective experience reflects the "durable nature o f the 
habitus" created by the CYGM (Bourdieu & Wacquant, 1992, pp. 103-133). 
That is to say, the Nationalist government (the dominant power) created an 
opportunity, the CYGM, which combined performing and travelling abroad 
together for the participants (the dominated group). Many of the participants, 
however, took it as an honourable opportunity for them as individuals and 
therefore became blind, to a great extent, to the political forces inherent in this 
habitus.
Take the 1985 programme as an example. The background o f its cover 
page was the lyrics o f the National Flag Song, an obvious patriotic gesture for 
the ruling regime (see Appendix 1). The dancers in the photo wear the 
costumes o f Xinjiang and Tibet but hold the instruments o f the Han in their
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hands which represented a mixed image o f Chinese traditional culture. 
Another example o f  the values implicit in the CYGM is the news clips taken 
from the tour o f the 1978 USA Groups which show the CYGM addressed as a 
Chinese group instead o f a Taiwanese group (see Appendices 4 and 5). The 
N ationalist government insisted that all representatives o f its regime call 
themselves the Republic o f China, although this title was no longer recognised 
by most in the international community from 1971 on, when the regime 
withdrew from the United Nations. Inculcated by the regime, however, most 
participants o f the CYGM viewed themselves as representatives o f the 
Republic o f China and called themselves Chinese instead o f Taiwanese.
This collective habitus o f patriotism and the emphasis on Chinese 
traditional culture transformed many of the participants' individual habitus 
and has endured up to the present in many o f the agents' preferences in 
choreography and self-identity. My personal experience o f going abroad with 
H. C. Hsu's performing group for international folklore festivals in the past 
(2003, Spain; 2004, USA; 2006, Italy; and 2007, Denmark, Germany and 
Hungary), reveals some insights. Her preference in performing Chinese court 
dance and ethnic dance suggests a habitus reproduced from the experience o f 
the CYGM. She does not see it as problematic for a Taiwanese group to 
perform Chinese dance, and as a citizen o f the Republic o f China, she believes 
she is entitled to perform Chinese dance.
Often unaware o f social ideology in the choreography and programme 
design, some dance agents ignored the influence o f the government whilst 
those dance agents who acknowledged that politics was involved express their 
views in different ways. Hung, who grew up in the patriotic atmosphere and
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joined the CYGM in the 1970s, does not find it inappropriate that political 
influence was present in the CYGM, and states.
We were working for the government to promote our international 
relations, and therefore we had to present the best o f ourselves. I 
believe that even the activities that are deemed 'cultural diplomacy' 
nowadays are also politically-oriented. The propaganda may not be 
the same, but it is still there. (W. L. Hung, personal 
communication, January 06, 2008)
To some degree, political influence seemed to have been a good thing. An
example can be seen in the financial support for performance and training, as
H. J. Ouyang points out.
Without political influence, for example, government support, 
where could we find the financial support? The 1984 US A-West 
Group that I attended gave sixty performances across the West 
Coast o f the US. It was hard to imagine how much money was used 
and how many people were involved for the mission. (H. J. Ouyang, 
personal communication, November 20, 2006)
However, the patriotism o f the Nationalist government also included 
loyalty to its political party. A good example in the CYGM was one o f the 
typical costumes, the National Flag Costume, as Ouyang states.
The costume that we wore for the finale was blue (representing the 
blue sky) and white (representing the white sun), a typical 
representation o f the Nationalist party. The emblem o f the party 
was also prominently printed on our red headband. The whole 
piece, with the blue, white and red colours, was called the 
'National Flag Costume'. We danced to the Oc/e to the Republic of  
China ( f  # K # ^ ) ,  the most popular patriotic song back then. (H. 
J. Ouyang, personal communication, November 20, 2006)
The National Flag Costume (see the photo in a circle in Appendix 2) was found 
in the programme in later years although with different designs, choreography,
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and accompanied by different songs (B. Y. Hua, personal communication, 
February 04, 2008; C. C. Ku, personal communication, February 03, 2008). 
People from other countries might not have been able to see the meaning o f the 
costumes, but for people who came from Taiwan, or in Taiwan, the message 
would have been obvious. It appealed to everyone's loyalty to the ruling 
Nationalist government, since the symbol o f the blue sky and the white sun 
formed the emblem o f the Nationalist government's political party (see Figure 
6.1).
Figure 6.1 The Nationalist party's emblem^
A ccording to Ouyang, "most students were unaware o f political
influence during the mission. But in fact, the flag-raising ceremony, the
National Flag Costume and patriotic songs that were sung in the programmes
indicated that politics was involved in the scenes" (H. J. Ouyang, personal
communication, November 20, 2006). These activities became so habitual in
the dance productions that many people were inured to them and the political
influence. Not all o f the doctrine imposed on the mission was overt, but it was
implied and felt by sensitive students. C. C. Ku joined the CYGM (1988)
when martial law had ju st been lifted (1987), and yet, he found that the CYGM
was supervised by the Nationalist government's party, saying,
... I later learned that the leaders were all members o f the 
N ationalist political party. The main leaders were usually 
university professors who were invited to be in charge o f cultural 
affairs such as meeting the local scholars, politicians and/or 
student representatives o f the tour location. The secondary leaders
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were government representatives who were there to spy on us (on 
the main leaders as well), literally speaking. These secondary 
leaders were in charge o f finances and all other business. I sensed 
the difference between the two kinds o f leaders and therefore I was 
more alert to the role o f the secondary leaders in relation to the 
main leaders and tried not to offend either one o f them. (C. C. Ku, 
personal communication, February 03, 2008)
This statement explicitly discloses the political control involved in the 
leadership, although not everyone admits it. The statement implies that 
awareness o f  the rules and roles o f  different leadership sustained some 
sensitive participants to withstand the duration of the mission. Comparison 
between Ku's views and many others' that deny this direct symbolic and actual 
violence in regulating the affairs o f  the mission shows that political influence 
had a deep influence and endured in the collective habitus created by the 
mission.
Also, during the martial law period, all o f the activities in Taiwan were 
under censorship. Secret police were active in all fields. Ku's statement 
reveals that secret police might still have been involved in the CYGM the year 
after martial law was abolished. In Ku's case, the main leaders were in charge 
o f such external affairs as meeting people, but the secondary leaders were in 
charge o f  internal affairs, such as group behaviour. This surveillance and 
control was granted to the leaders and their authoritarian leadership was 
viewed as normal. Offending either one o f  them could result in being expelled 
from the group or other forms o f  punishment. Under such circumstance, 
violence formed in the CYGM to shape the students' thoughts and behaviours 
into uniformity. Many students obeyed whatever orders they received but 
never questioned the roles o f the leaders. Therefore, they denied or were not
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aware o f the political monitoring in the group.
Ku also points to the symbolic power that the mission exerted on its
members, a power that required active participation and performance from
others, and continues,
They wanted us to be seen as 'good boys' and 'good girls', ju st as 
the party wanted their own children to be, and therefore no 
rebellious attitude was allowed... I was called back to choreograph 
for the mission in 1992. I choreographed a dance to a Taiwanese 
popular song, Hiông-tsiân-kiânn [Going Forward] sung
by Lim Kiong ( # ^ ) ,  but the dance was eliminated from the 
programme at the end. No one told me the reason why, but I think, 
perhaps, the song sounded rebellious to the supervisors. The lyrics 
were about calling the young people to go forward, to be ambitious 
in life, w ithout worrying about what other people thought. It could 
also be that the song didn't have any Nationalist political slogans 
or references to the party .... the mission had its own discipline and 
its unbreakable taboos, and therefore certain things were 'must dos' 
and some others were 'mustn't dos'. When my dance was
eliminated, I knew I should not ask the reason why but only to
accept the result. (C. C. Ku, personal communication, February 03, 
2008)
In this case, I would suggest that Ku's choreography to a song about individual 
choice and progress was regarded, in this strictly ideologically regulated 
habitus, as subversive and therefore disruptive to the messages that the CYGM 
wanted to communicate to its dancers and audiences. Also, in Ku's statement,
the 'must dos' refer to ideal characteristics, such as total obedience. On the
other hand, the 'mustn't dos' refers to so-called bad behaviour, such as 
challenging authority or questioning the supervisors. Participants o f the 
CYGM were not trained to be independent individuals who might have critical
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opinions, but instead they were trained to be totally obedient followers o f  the 
regime. Thus, symbolic power was enforced by the ideology o f the regime and 
its party at work in the decision-making o f CYGM. In Ku's case, symbolic 
power worked silently by means o f censoring choreography deemed unsuitable 
for the CYGM. In order to avoid complications, he remained silent and 
accepted the result. We don't know how much Ku may have deliberately tried 
to test the values o f the habitus, but what is clear is that he saw him self as a 
victim o f symbolic violence when his work was eliminated. This violence was 
sufficient for him to not want to challenge the decision because no doubt it 
would have impacted him further as a form o f economic or social violence. 
His self-censorship might have saved him further personal disadvantage but it 
also allowed the symbolic power to remain active.
In the end, time has proven that the effectiveness o f the collective 
habitus o f the CYGM was "durable but not eternal", especially for the younger 
generations (Bourdieu & Wacquant, 1992, p. 133). W. C. Yang acknowledges 
that political influence was still tacitly implied in the mission even almost one 
decade after martial law had been lifted when she joined the CYGM in 1995. 
Yang states.
They still used all efforts to brainwash us by reminding us that we 
were lucky to be in the mission, that we should be thankful, that we 
must be loyal to the government, and so on. ... But in 1995, 
dictatorship no longer existed and we were on the road to 
democracy, although the Nationalist party was still in power. It's 
ridiculous that they still used the same way to train us. (W. C. Yang, 
personal communication, November 20, 2006)
As young college students, many o f the members were easily moulded into 
the models that the CYGM had constructed. As Yang states, "now when I
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think about it, I feel that we were similar to the innocent youths during the 
Cultural Revolution in China who were led to do things that they did not 
know exactly what they were doing" (W. C. Yang, personal communication, 
November 20, 2006). Yang's analogy, I would suggest, expresses how 
common the manipulation o f young minds was amongst political parties. 
That is, the Nationalist party and the Communist party had been rivals to 
each other but were similar in some o f their strategies, such as exhorting 
young people to undertake a particular mission by ranking them as 
prestigious, and also by offering privileges in turn for political complicity.
It appears from Yang's reaction that the imperative habitus created by 
the CYGM was changing in relation to an individual's habitus, as political 
interference was no longer harshly imposed in most fields. During the martial 
law period, since the dance agents in the CYGM were representatives o f their 
institutions, they were viewed as role models for other students. Therefore 
their obedient manner was usually highly praised by their teachers. This 
reflects that in dance in higher education, those who were cooperative with the 
authorities were given more opportunities than more rebellious students. 
However, the younger generations who have grown up after the lifting o f 
martial law no longer live up to this ideal. Therefore, changes in students' 
behaviour began to occur in dance in higher education as the dance agents' 
individual habitus no longer cohered with the collective habitus created by 
political authority.
Whilst some dance agents sense the political influence o f the CYGM, 
there are others who prefer to believe that the CYGM was a politics-free 
student mission. As Chang states,
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I wouldn't say the CYGM was politically oriented, especially the 
group with which I participated. We performed mostly at the 
auditoriums o f the universities that we visited. Our duty was to 
perform for the students and the overseas Chinese in the areas that 
we travelled. I am not sure about the groups before or after us but I 
am sure that political influence was not felt in the group that I 
toured with. (C. S. Chang, personal communication, February 02, 
2008)
Cheng also strenuously disagrees that political influence existed in the
mission that she attended. Instead, she viewed the purpose o f her mission as
reaching out to overseas Chinese and people in other countries, as the
following quote exhibits,
I really didn't see any political propaganda involved in the 
goodwill mission. The main purpose o f the tour was to visit our 
people who were far from home and were eager to see, hear and 
embrace something that would heal their homesickness. As for the 
few American audience members, we were there to share with them 
our culture through dance and music...Some people might have 
different feelings, but that's not how I felt about the mission. The 
mission made us strong in many ways. For example, the physical 
training strengthened our endurance for the intensive performances 
and travelling itinerary on the tour. The dance classes and 
programmes improved my performing skills. Anyway, I didn't feel 
that we were under political influence at all. (R. Y. Cheng, personal 
communication, November 20, 2006)
Although denying political influence in the mission, Cheng's statement reveals 
the existence o f symbolic and political purposes in the performances. First, the 
performance for the overseas Chinese community partly served to bind the 
relationship between the Chinese diasporas and the Nationalist government. 
Second, their performance for the local American audience members served as
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a way to promote the regime's international reputation. However, Cheng was
not alone in her feeling towards the mission. In Hua’s opinion, political
influence, regardless o f  its involvement, would not have affected her support
for the CYGM and she says,
I don't agree that political influence was involved in the CYGM. 
Well, it would have been okay for me even if  it had existed because 
we were performing cultural diplomacy for our country. I f  politics 
were involved, then there must have been a good reason. (B. Y. 
Hua, personal communication, February 04, 2008)
Correspondingly, Hsu states, "after all, it was during the time that the 
Nationalist government was in power so they would do things their way. I did 
not think that political influence was involved in our mission" (H. C. Hsu, 
personal communication, February 10, 2008).
These voices express their loyal support for the government and the 
missions that they attended. This loyal support has become deposited in an 
individual habitus that was "appropriated by the group and attuned to the 
demands o f  the group" (Bourdieu, 1980/1990, p. 291). That is, as Bourdieu 
(1980/1990) asserts, "the group's resulting tendency to persist in its being 
works at a much deeper level than that o f 'family traditions', the permanence 
o f which presupposes a consciously maintained loyalty" (p. 291). To reflect on 
Bourdieu's assertion, reinforced by incentive and reward structures, the 
mission was eventually a programme o f socialisation. The collective habitus 
that the mission created had a profound impact on these agents and thus their 
loyalty to the ruling regime remains unchanged. So, once again, the durable 
nature o f the collective habitus is found to be a product o f  these agents' 
habitus. Furthermore, their acceptance of the status quo is reflected in the
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support for multicultural Chinese dance training rather than local Taiwanese 
dance tradition at most institutions o f higher education.
In addition to putting on overseas performances, the 1986 USA-East 
Group that Cheng attended gave a performance tour for army soldiers during 
the winter vacation after their return from the US. For Cheng, this was a 
patriotic duty expected o f the students and not too much politics should be 
read into it. I f  one must link the CYGM with politics, then the only thing she 
could think o f was the fulfilling o f its duty o f cultural diplomacy (R. Y. 
Cheng, personal communication, November 20, 2006). Cheng's description o f 
her position, although it does agree that political influence was present in the 
mission, echoes Hung's statement about the politically oriented purpose o f the 
CYGM, which was a reflection o f total obedience. I would suggest that their 
reactions are parallel with what the Nationalist government would consider 
politically correct. The Nationalist government developed a political habitus 
for the social agents to internalise what was the right thing to do and most 
people naively believed that their behaviour and attitudes were not associated 
with politics (TWTP, 2002). Thus, these agents were successful reproducers o f 
the habitus in this system.
When asked if  any unspoken message was received from the CYGM, 
Hsu replies,
I can't remember any o f that. I f  there was a time like that, I would 
say it was the day-trip to visit East Berlin. We saw the differences 
between life in the Communist-ruled part o f the city and the 
opposite side o f the city. The East German side was poor and 
decayed but the West German side was rich and modern. It was as 
if  the mission leaders were getting the message across to us that 
anti-Communism was the correct attitude, which the Nationalist
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government had been emphasising through the years. (H. C. Hsu, 
personal communication, February 10, 2008)
Hsu's voice reveals an example o f how the CYGM exercised its political 
influence through symbolic violence on young minds. To be specific, the 
contrasting scenes between East and West Germany in the 1980s worked as 
"gentle, invisible violence" (Bourdieu, 1980/1990, p. 127). This violence 
reinforced the ideology o f anti-Communism and deepened their trust and 
loyalty for the Nationalist government.
6.3 Forms of capital created by the mission
Despite the fierce competition to be chosen as a member o f the CYGM, 
due to the limited number o f spaces in the selection process, and the 
challenging training, the CYGM attracted many students from higher 
education every year. Through the acquisition o f cultural, economic and 
symbolic capital, the participants could aim to raise their social status, 
especially during the martial law period. The power o f this acquired capital 
was particularly strong during the mission, thus, the CYGM was able to recruit 
many young talented dancers as its members. Examples o f the capital obtained 
from participating in the CYGM will be discussed below.
6.3.1 The cu ltura l cap ita l created by the m ission
The first type o f capital created for CYGM participants was cultural, 
which would have been difficult for many individuals to obtain otherwise. 
Cultural capital is defined as "forms of cultural knowledge, competences or 
dispositions" (R. Johnson, 1993, p.7). By providing them with opportunities to 
learn different skills, to visit places abroad and to experience foreign cultures,
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the CYGM helped its participants to enrich their cultural knowledge and 
competence. One example is the range o f classes that they received which 
helped to increase their cultural knowledge. During the training process, the 
participants were scheduled to take different dance classes. As Cheng recalls, 
"I am grateful that we learned so much from those training sessions. We 
learned lots o f  songs, dances, sign language and Broadway-style dancing" (R. 
Y. Cheng, personal communication, November 20, 2006). Other than 
improving their performing skills, they also took courses that might not have 
been offered in their schools, such as international etiquette, elocution and 
international affairs, which helped them to gain knowledge o f culture and 
politics and to develop skills for public speaking (R. Y. Cheng, personal 
communication, November 20, 2006; W. L. Hung, personal communication, 
January 06, 2008; H. C. Hsu, personal communication, February 10, 2008). 
These training courses enabled them to become more knowledgeable and 
eloquent than other dance agents and this accumulated cultural capital gave 
them a competitive advantage in the future job market.
Other than the training courses, the touring experience also contributed 
to their accumulation o f  cultural capital. For example, when they were on tour, 
they were able to enrich their cultural knowledge by visiting cultural or 
historical sites, a resource that would not have been available for most 
students during the martial law period. In 1983, Chang and other members 
visited places such as museums and galleries in-between performances and 
experienced the diversities o f American culture as they travelled to different 
places like Oklahoma, Kentucky and Utah (C. S. Chang, personal 
communication, February 02, 2008). Moreover, visiting the East German side
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o f Berlin and the palaces o f  the Middle East as Hsu experienced in 1989 were 
experiences that would not have been possible without special arrangements 
(H. C. Hsu, personal communication, February 10, 2008).
Besides enriching the participants' cultural knowledge, the touring 
experience also strengthened their competencies in other ways. As in Hsu's 
experience, several incidents happened during the tour that increased her 
competence in performance, other than performing skills on stage. She admits 
that these events made her a stronger performer than she had been previously, 
and states.
When we left Taiwan our first destination was Bahrain, but some 
o f our props cases were sent to Rome instead. We managed to 
perform without those props until we received them. Another 
incident happened somewhere else but I don't remember where it 
was exactly. Our trip was delayed due to a traffic problem, so when 
we arrived at the performance site we had only five minutes to 
change. When the performance started, we only had the basic 
make-up on our faces. We added on more colours with the eye 
shadow, blush and lip stick in-between dances. One night in West 
Germany, there was a bomb threat. In the middle o f the 
performance, we were stopped by the security and then we heard 
an announcement spoken in German and then the audience 
hurriedly left the theatre. As soon as we left the stage we were told 
about the bomb threat and waited just outside o f the theatre for a 
while. None o f us panicked at all and as soon as the security 
declared that there was no bomb found in the theatre, we returned 
to the stage and continued our performance. (H. C. Hsu, personal 
communication, February 10, 2008)
Thus, such unexpected experiences taught CYGM members to be ready for 
various challenges, and perhaps, such experiences also taught them that the 
gruelling training that they had had was reasonable for them to be physically
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and mentally strong.
These examples make manifest that the CYGM gave the agents many
more opportunities to increase their cultural capital than most other students
in higher education. Therefore Chang acknowledges the value o f participating
in the CYGM and stresses.
Overall, I think it was a great opportunity for us to have contact 
with American university students, school representatives, local 
politicians, overseas government representatives and overseas 
Chinese people. Going abroad was difficult for most university 
students in Taiwan at that time, not to mention visiting so many 
different places and people. I probably would not have had the 
chance to visit those places and meet those people if  I didn't have 
the experience with the CYGM. (C. S. Chang, personal
communication, February 02, 2008)
Fundamentally, the members o f the CYGM were the best dancers or
performers amongst the applicants from each institution o f higher education.
By representing their different educational settings, they were viewed as 
prestigious students, which meant their rankings were higher than many other 
students and therefore they became the dominant ones. On top o f the dominant 
position that they occupied in their fields of study, the CYGM gave them 
added opportunities. One was "cultural accumulation", i.e., the process of 
keeping their old educational capital, e.g., dance training from their
represented institutions, whilst adding new cultural capital such as 
performance opportunities from the mission (Bourdieu, 1979/1984, p. 25). The 
other was "cultural accomplishment", i.e., the acquisition o f social and 
cultural capital from activities such as visiting foreign palaces (Bourdieu, 
1979/1984, p. 25). Thus, in a way, the CYGM was similar to a legitimate
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practice in the state educational system that distinguished prestigious pupils 
from the less advantaged ones, as Bourdieu states,
... at all stages o f  schooling, through the manipulation o f 
aspirations and demands -  in other words, o f self-image and 
self-esteem -  which the educational system carries out by 
channelling pupils towards prestigious or devalued positions 
implying or excluding legitimate practice. (Bourdieu, 1979/1984, 
p. 25)
In relation to Bourdieu's assertion, the CYGM exercised symbolic power on its 
members by m anipulating their aspirations, such as calling them 'prestigious', 
and providing them with opportunities to collect extra cultural capital. It also 
demanded obedient behaviour and uniform smiles in order to build up the 
members’ self-image and self-esteem, thereby making them behaviourally 
different from non-participants.
6.3.2 The econom ic capital created by the m ission
The CYGM created economic capital for its participants by covering 
their training and travel expenses and by providing them with petty cash 
whilst they were on tour. In the late 1970s and throughout the 1980s, the 
economic situation in Taiwan was poor, especially when compared with other 
major Western countries (see Table 6.2). Most college students could not 
afford to travel abroad at their own expense. Thus, many fine students who 
wished to see the world extensively participated in the CYGM, which had its 
total expenditure sponsored by the government.
The actual annual expenditure that the Nationalist government made on 
the CYGM is not available for public scrutiny; however, the agents’ voices 
unveiled some o f the mystery. According to Ouyang,
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For each member, the government must have spent at least one 
million TWD (approx. 17,298 GBP or 3,749 USD)"^ for the 
training fee, costume, stipend, transportation, room and board, etc. 
Therefore, I heard people calling us the group o f 'million-dollar 
members and 10-million-dollar leaders'. I am not sure if  the 
government actually gave ten million TWD to each group leader 
but I can see why we were called the million-dollar members just 
by calculating the expenses that the government spent on each o f 
us. (H. J. Ouyang, personal communication, November 20, 2006)
Table 6.2 Per capita GDP of major countries (US$) (1979 ~ 1989) (MOEA, 2007)
Year Taiwan U. S. A. U .K . WestGermany France
1989 7,455 21,683 14,897 14,976 17,862
1988 6,223 20,381 14,784 15,185 17,928
1987 5,192 19,115 12,219 14,177 16,573
1986 3,897 18,178 9,964 11,404 13,752
1985 3,243 17,363 8,215 7,984 9,930
1984 3,134 16,348 7,757 7,916 9,549
1983 2,819 14,853 8,236 8,398 10,104
1982 2,654 13,812 8,713 8,393 10,548
1981 2,638 13,412 9,230 8,698 11,147
1980 2,348 12,080 9,664 10,337 12,788
1979 1,919 11,210 7^44 9,659 11,305
In most years, each member received ten to fifteen US dollars each day 
when they were touring (H. C. Hsu, personal communication, February 10, 
2008; H. J. Ouyang, personal communication, November 20, 2006; W. C. 
Yang, personal communication, November 20, 2006). Exceptions took place in 
some years, like in Ku's case, when he was paid five hundred US dollars per 
month on tour, plus one hundred US dollars as a bonus sometimes (C. C. Ku, 
personal communication, February 03, 2008). Hsu also received one hundred 
US dollars as a bonus after the bomb threat in West Germany (H. C. Hsu,
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personal communication, February 10, 2008). Cheng recalls an incident that
happened on the mission tour that gives reference to some o f the economic
capital that she received,
I don't know how much money the government spent on us, but I 
do remember that since all o f our necessary expenses had already 
been taken care of, there was really no need to spend extra money, 
so I saved most o f the money that we received every day. It may 
not sound like a lot o f money to us now but for a poor student like 
me that amounted to a big savings more than twenty years ago. 
Also, I don't know how much money the leaders received from the 
government, but I do know that they always carried a lot o f cash 
with them. I remember one incident when we were travelling on 
the road sometime in October of 1986. The weather suddenly 
turned severely cold and so our leaders took us to a shopping mall 
and bought each one o f us a coat with the cash that he had with 
him. (R. Y. Cheng, personal communication, November 20, 2006)
Hsu also remembers the material comforts on the tour, which is another form
o f the economic capital that she received. She states,
I was placed in the 1989 Europe & Middle East group. The 
organization o f that group's tour was really good. We stayed in 
5-star hotels and had nice buffets most o f the time. When we 
visited the Middle East, we were welcomed by princes or people 
who looked important from the palaces. It was such a great tour 
which made all the hard work during the training camps 
worthwhile ...Our leaders carried lots o f cash with them when we 
were touring. They had to return the money back to the government 
i f  they didn't use it up during the trip. Therefore, they always 
found reasons to give us some money or spend the money to buy 
things for us (H. C. Hsu, personal communication, February 10, 
2008).
In Hsu's example, the action o f resistance to returning the money to the
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government contradicted with the Nationalist party's ideology o f patriotism. 
Perhaps, it shows that they were aiming for autonomy instead o f being 
confined to the symbolic power that derived from the ideology. Also, it shows 
the 'hidden' privileges o f the leaders who were granted small amounts o f 
power within a thriftily controlled system.
The economic capital described above, together with the cultural capital 
provided by the CYGM, were both practical enticements which attracted many 
talented students to jo in  the mission. The dance agents o f the CYGM, with the 
volume o f  these two forms o f capital, became distinctively different from 
many other students in their fields o f study. This situation echoes what 
Bourdieu (1979/1984) asserts as "the distribution o f the different classes (and 
class fractions) runs from those who are best provided with both economic and 
cultural capital to those who are most deprived in both respects" (p. 114). 
Thus the participants in CYGM were distributed in a higher class at the 
conclusion o f the mission in contrast with students who were not able to 
obtain extra economic and cultural capital.
6.3.3 The sym bolic cap ital created by the m ission
A third form o f capital that the CYGM created for its participants was
social status, what Bourdieu (1979/1984) terms "symbolic capital" —
"reputation, respect and social honour" (p. 291). Given the political situation
and social conditions during the martial law period, it was considered a rare
and respectable opportunity for college students to participate in the CYGM.
This was particularly true in the 1970s, as free travelling was not allowed until
1979 (T. J. Li, 2004). Even in the 1980s and 1990s, the CYGM was still
attractive to most students because their reputations were raised higher by
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representing their school in the CYGM. Thus, the symbolic capital that the 
CYGM bestowed created privileges and higher social honour for participants 
within their fields o f  study. Most non-participants were not able to receive 
this, and were therefore on unequal terms.
This symbolic capital manifests itself clearly in the privileges that 
CYGM members received from the schools they attended. On the one hand, 
the participants were allowed to be absent from their classes for about two 
months for the mission tour (C. C. Ku, personal communication, February 03, 
2008; W. C. Yang, personal communication, November 20, 2007). On the 
other hand, when they came back from the tour, most schools went easy on 
them for their make up classes and sometimes for exams. As Hsu says, "the 
teachers understood the reason that I was absent for so long and therefore went 
easy on me for my exams and grades" (H. C. Hsu, personal communication, 
February 10, 2008).
Other agents echo this special treatment. Hung recalls the exams that
she took after she returned from the tour and implied the favours that she
received from her teachers. She states,
... the first exam I had was our department director's movement 
expression class. I was still on tour when he announced the 
subjects that he would test us on, which were, how to express 
happiness, anger, sadness and pleasure with body movement. I took 
the exam without knowing the subjects in advance but I got a good 
score on that exam. On the other hand, I did have some difficulty 
studying for the lecture classes, even though my classmates lent me 
their notes. I think that's why academic performance was one o f the 
crucial criteria when being chosen for the group members. My 
teachers knew that I didn't miss the classes for personal reasons, so 
they let me pass the exams. (W. L. Hung, personal communication,
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January 06, 2008)
Another example o f the special treatment given by schools is provided by
Chang, who remembers that the University that she attended always
encouraged its students to participate in activities. She describes an example
o f the special arrangement that the university offered her.
Instead o f taking the average o f my grades and attendance, the 
university accepted my final exam scores as my grades o f the 
whole semester. I remember one instance specifically where one o f 
my teachers didn't realise that my university had given me this 
special permission so that the grade o f this particular class first 
came out as 'fail'. Then the administrative office explained my 
situation to that teacher and had my grade changed. This was 
because my university supported its students to participate in this 
kind o f  activity. Other schools might not have been the same. (C. 
S. Chang, personal communication, February 02, 2008)
Other schools also gave preferential treatment to CYGM participants 
returning from their tours. Although she still had to do make up work like 
tests, Cheng describes having a space saved for her in her class graduation 
performance.
Since I was sent by the government, my time away didn't count as a 
regular absence. Therefore my attendance wasn't affected. 
However, I still had to take make-up quizzes, borrow notes from 
my classmates and study on my own for the coming midterm. Also, 
my class was already preparing the programme for our graduating 
performance tour whilst I was still on tour in the US. My teachers 
saved the space for me in some o f the dances. I had to learn the 
dances in a short time in order to catch up with others. (R. Y. 
Cheng, personal communication, June 29, 2007)
Other than the privileges from academic affairs, the symbolic capital 
that some CYGM participants obtained also includes the special attention that
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they received from the people around them. As Hua says, many o f  my
friends looked up to me because o f this special honour. But I don't think I was
treated differently by my teachers" (B. Y. Hua, personal communication,
February 04, 2008). Yang's first impression o f other former CYGM members
reveals how they are perceived. She states, "when I first attended the training
session, I was impressed by the elegant appearance and friendly attitude o f the
former members who were called to help us. I wanted to become like one o f
them" (W. C. Yang, personal communication, November 20, 2007). In Yang's
example, "become like one o f them" was symbolic capital that she wanted to
obtain (W. C. Yang, personal communication, November 20, 2007). This
suggests how students looked up to their senior peers and reproduced their
behaviour. As for Hsu, she admits getting special attention on campus from
her peers as well as from school authorities,
... my friends looked up to me and my teachers were proud o f me. 
A fter all, the CYGM was difficult to get into and required good 
stamina and perseverance all the way through. Therefore, as the 
school representative I felt some sort o f special attention from 
most o f the people around me. (H. C. Hsu, personal 
communication, February 10, 2008)
The symbolic capital provided by the CYGM created inequality between 
the participants and non-participants, which was often ignored or accepted as 
normal. This situation was based on one central issue, that the Nationalist 
government was in power and the CYGM was one of its key political tools to 
perform its political purpose internationally. Since it was under the patronage 
o f the autocratic government, to criticise it would be considered unpatriotic. 
As a consequence, it became a social norm that whoever was working for the 
government was entitled to acquire more symbolic capital than others.
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6.4 Reproduction in the agents and the field
To restate what has been discussed so far, those who participated in the 
CYGM accrued a significant amount o f cultural, economic and symbolic 
capital as a direct result o f going on tour. For many o f these members, the 
benefits were long-lasting. That is, the CYGM created opportunities for social 
reproduction for its participants in their pursuit o f professional careers, in 
dance or in other fields. One way o f verifying the importance o f this 
experience is to look at the prominence given to CYGM participation on 
professional résumés. One example o f this is an anchorwoman at Formosa TV, 
Chen Shu-chen, who lists her two separate experiences o f participating in the 
CYGM (1991 USA Group & 1992 China Group) as notable achievements on 
her personal blog (S. C. Chen, personal communication, November 18, 2008). 
The same is true o f Yang, who expressed mostly negative feelings about the 
mission, but also lists the experience on her professional résumé. Her 
explanation is that she does not want to exclude and lie about her past 
experience (W. C. Yang, personal communication, November 20, 2007).
Undeniably, the participants o f the CYGM were already an elite group 
chosen from amongst the candidates from all the institutions in higher 
education, and were therefore likely to be in a better position when competing 
for professional pursuits. Nevertheless, participating in the CYGM gave 
students added prestige. That is, the experience o f being in the CYGM itself 
constituted an extra form of social capital; the assurance o f a participant's 
ability for outstanding achievement. Although most agents today do not 
acknowledge a connection between the experience in the CYGM and their 
professional career, this association was in fact implicitly stated time and
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again in their utterances. One example is Hung, who states.
It was an important experience for me. I had to compete with 
several hundreds o f people in order to get into the final list. It was 
an assurance o f my ability not only in dance skills but also in 
personality and integrity. Most people are impressed that I was one 
o f  the earliest members o f the mission. (W. L. Hung, personal 
communication, January 06, 2008)
Chang also acknowledges that the CYGM acted as a catalyst for many young
talents to become outstanding professionals, saying.
It did give me a chance to see things that I wouldn't have otherwise 
when I was a university student. I just thought it helped to produce 
talented students, many o f whom are now influential or 
well-known in the field o f performing arts such as N. S. Yu, who is 
now an active dancer/choreographer in Europe and W. W. Yeh, the 
administrative director of Cloud Gate Dance Theatre. (C. S. Chang, 
personal communication, February 02, 2008)
Echoing what Chang said about greater job opportunities for CYGM
members, Cheng brings up several examples o f former members who have
achieved high-ranking positions in Taiwan. She views these members'
achievements as proof that the pre-tour training and the tour itself endowed
these CYGM members with greater ambition and strength when facing
challenges. She states,
I am proud to say that some o f us are quite successful now. For 
example, our leader, Mr. Y. K. Ger is now a full professor at the 
National Taiwan University. S. S. Kuo, who was one o f the 
participants, is now the Secretary General o f  the Taiwan 
Semiconductor Manufacturing Company's Education and Culture 
Foundation. Y. H. Chang was a member of the 1986 USA-West 
Group. She is now a performing member o f the prestigious Cloud 
Gate Dance Theatre. (R. Y. Cheng, personal communication, June
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29, 2007)
These voices inevitably reveal positive self-appraisals from former CYGM 
members as well as identification with a group who continue to have extensive 
symbolic capital. Certainly, being a former member o f the CYGM does not 
guarantee a firm social position in any field. However, they are in a better 
position when competing with others, as they have accumulated economic, 
cultural and symbolic capital through CYGM before they entered the job 
industry. The CYGM acted as an important source for their social 
reproduction; therefore, the prestigious, dominant position that they used to 
occupy in their fields o f study is now reproduced in their professions. It can 
also be argued that there might have been former CYGM members whose 
social reproduction has not been as successful as these interviewees, whilst 
other former participants, who do not wish to be associated with CYGM 
anymore, may have rejected interview invitations as stated in the research 
limitations. Therefore, my intention is to focus on these interviewees and draw 
links from them to manifest connections between their experience with the 
CYGM and their current professions.
In the field o f dance, the interviewed dance agents each occupies a
certain prominent position. It is argued that their experience with the CYGM
provided them with a certain degree o f advantage which enabled them to
reproduce social capital in their respective fields. Again, this shows another
example o f the durable nature o f the habitus. That is,
The habitus, a product o f history, produces individual and 
collective practices - more history - in accordance with the 
schemes generated by history. It ensures the active presence o f past 
experiences, which deposited in each organism in the form o f
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schemes o f perception, thought and action, tend to guarantee the 
'correctness' o f practices and their constancy over time, more 
reliably than all formal rules and explicit norms. (Bourdieu, 
1980/1990, p. 54)
These agents' durable habitus connects their past experiences with the present 
situation and has guided them towards correct practices. For example, the 
honourable and prestigious feeling o f being part o f the mission may have 
produced high self-esteem and high ambition which propelled them to 
reproduce these values in their current professions. The gruelling training 
must have brought out perseverance in their character which is reflected in 
their personal achievements. Moreover, the various kinds o f capital that they 
received from the mission strengthened their abilities to become competitive 
in the job  market. This may have led them to see themselves as prominent 
figures in a national context and with an outward-looking international 
horizon. Thus, these agents are good examples o f the students chosen by the 
CYGM, who, through their association with the mission, accrued dominant 
positions in their fields o f study and then reproduced it in their current 
professions.
Conclusion
This case study has attempted to show that the CYGM, during its three 
decades o f operation, exerted tacit influence on Taiwan's current higher 
education dance establishment. To some people, this influence seems minor; 
however, it has penetrated in profound and various ways, as borne out by 
interviews with these dance agents. Three points are presented in this thesis to 
explain the impact on the dance field from the CYGM.
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First, the CYGM had a hand in securing its participants' support for the 
Nationalist government. For most o f the interviewed dance agents, loyalty to 
the N ationalist government was drawn from their denial and/or supportive 
attitude towards the political influence present in the CYGM. In other words, 
the collective habitus o f the CYGM successfully influenced the individual 
habitus o f most o f its members. Second, by providing various forms o f capital 
to those it selected, the CYGM strengthened the power o f the dominant 
students, thereby enlarging the gap between them and the dominated ones. The 
result was an unequal situation in the field o f dance in higher education, 
favouring dominant ones and rejecting dominated ones. This is shown in the 
reproducibility o f the agents' current higher social status, which leads to the 
third point, that despite the mission's disbanding almost one decade ago, its 
influence still lingers. The third point is supported by Table 5.1, which shows 
that each o f the former CYGM members has found a significant position in the 
field o f  dance, and that they are influential figures for current students o f 
dance in higher education.
This case study concludes that the influence o f the CYGM on dance in 
higher education has been underestimated. Although it no longer exists, the 
CYGM habitus has been partially reproduced in the present. Examples are 
found in Hsu's personal preference for Chinese dance and the unchanged 
emphasis in dance training o f Chinese court dances and minority dances in 
higher education. Some o f the former CYGM members' positions in the dance 
field are directly or indirectly associated with dance in higher education. Their 
individual habitus has been influential to current dance-major students, and, 
symbolic power may work through their personal preferences and affect the
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habitus o f current dance majors. Nevertheless, the habitus o f dance has also 
changed. After the abolition o f martial law, political censorship no longer 
exists in the field o f dance and patriotic action is not emphasised in dance 
production. Therefore, we see the habitus as "durable but not eternal" 
(Bourdieu & Wacquant, 1992, p. 133).
Notes
 ^ The CYGM website was created by Lin Don-fu, a member of the 1991 Europe 
Group and the 1992 China Group.
 ^ Information about the China Youth Corps (i^ ^  Bl) can be found in
notes 19, Chapter 5 of this thesis.
 ^ This symbol can be found on the home page of the KMT website at 
http://www.kmt.org.tw/.
 ^ Exchange rate was based on information drew from the web site of The Universal 
Currency Converter®, 1 GBP= 57.8123 TWD; 1 USD = 31.4973 TWD. Retrieved
August 25, 2008, from: http://www.xe.com/ucc/.
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Part III
Social Transformation: Post-martial 
Law to the Present
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Chapter 7
Transformation of Dance in Higher Education 
in the Post-martial Law Period (1987 ~ )
Introduction
In the post-martial law period, the disappearance o f strict political 
censorship has meant that most fields have experienced transformation in their 
structures, practices and/or dispositions. In the same way, the dance field has 
seen many dramatic changes in this period. Moreover, whatever has 
disappeared, merged, been invented or re-invented has often been found to 
have a relation with other fields or foreign factors, particularly in the adoption 
o f new ideas, such as the compulsory education system and government 
policies that have emerged in Taiwan during the last decade o f the twentieth 
century. The effects o f these new ideas might seem relatively minor, but their 
future influence on the dance field in light o f my arguments about the habitus 
is worth close examination.
In this chapter, I will review the development o f dance in the 
post-martial law period by focussing on three areas: the influence on dance 
from foreign cultures, the involvement o f  politics in dance activities, and, 
changing power relations between dance agents. Then, I will discuss the 
changes that have had an effect on dance in higher education as a disciplinary 
power.
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7.1 Dance moves in different directions in the post-martial law 
period
When martial law was abolished in 1987, a repressed creative energy 
was released. Since then, the development o f dance has been moving in 
several directions, causing several major events to occur in the dance field. 
First, many Taiwanese dance agents took the opportunity to visit China and 
study dance with Chinese artists, something which was prohibited for 
thirty-eight years during the martial law period. An exchange o f dance talents 
as well as other forms o f interaction has become more and more common since 
November 1987, although political deadlocks remain. (C. M. Hsiao, 1998, 
1999, 2000a, 2000b; K. H. Hu, 2003; Jang, 1996; Shaw, 2003, 2004; S. Yang, 
2003). Dance companies, masters, and students on both sides visit each other 
frequently, and these exchanges have given impetus for dance development in 
Taiwan. Official statistics o f a survey taken in December 1997 by the 
government o f Taiwan showed that ten years after the resumption o f 
cross-strait exchanges, the total figure o f individuals for cultural and arts 
exchanges from China to Taiwan was 31,668 (MAC, 1997).
As part o f  these exchanges, the reformed training o f Chinese traditional 
dance technique and the dances o f Chinese minorities introduced by Chinese 
artists fascinated dancers and audiences alike in Taiwan. In this technique, the 
older practices were set into a structure that is similar to ballet training but 
combined with the gestures, facial expressions or postures o f Chinese 
traditional dance, e.g., Ian hua zhi ( M ib #  ) [orchid fingers]. To most 
Taiwanese dancers, such training style was fresh and different from the older 
style o f  Chinese traditional dance courses where most of the movements were
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directly extracted from Chinese Peking Opera.
Many Taiwanese dancers travelled to China to study dance. Scholars and 
artists from China were frequently invited to give lectures, present 
demonstrations and to choreograph for dancers in Taiwan. Their techniques 
and dances also became popular material for the curriculum in higher 
education. This material almost replaced the Chinese traditional dance courses 
that were set up by the pioneers o f the mid-twentieth century. So, agents 
specialised in Chinese traditional dance are experiencing habitus change 
individually and collectively. My suggestion is that the recent cultural 
influence from China is developing into a new force that will greatly affect 
Taiwan's dance field. Observation o f its effect and the consequences o f its 
development will be significant in future research.
This period also saw the disbanding and re-emergence o f Cloud Gate 
Dance Theatre, which remains the first and the only professional dance 
company in Taiwan. During the late 1980s, whilst people enjoyed freedom of 
creativity and speech after the abolition o f martial law, Cloud Gate Dance 
Theatre was facing a difficult financial situation. This financial difficulty 
caused Cloud Gate Dance Theatre to disband in 1988 (M. Y. Yang, 1998). Not 
long after, the dancers o f Cloud Gate found it necessary to look for their own 
space in order to secure positions in the dance field. Thus, numerous dance 
groups and private dance schools were established during this time, founded 
by former Cloud Gate dancers (Y. P. Chen, 2004). Then, almost three years 
after disbanding, through the collective efforts o f the artists (Lin and his 
dancers), the media (magazines and newspapers) and sponsors (state 
foundations such as the Council for Cultural Affairs and private donations
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such as the Education and Culture Foundation o f Taiwan Semiconductor 
M anufacturing Company, Ltd.), Cloud Gate Dance Theatre announced its 
return to the stage in 1991 (Chiu, 1991).
Since its return. Cloud Gate Dance Theatre has expanded and 
established its dance school and a second affiliated company. Cloud Gate 
Dance School was established in 1998,’ and, over the years. Cloud Gate 
Dance School has become one o f the most popular and successful dance 
franchise organisations.^ The branches o f its school offer many dance 
graduates opportunities to work with children through creative dance lessons. 
Lin founded Cloud Gate 2 in 1999 "to foster young choreographers, and to 
tour campuses and grass-root communities in Taiwan" as its website asserts 
(CGDT, 2005). Hence, Cloud Gate 2 has toured and performed for students in 
numerous university and school campuses and also produced several 
programmes for children.^ Altogether, Cloud Gate Dance Theatre, Cloud Gate 
Dance School and Cloud Gate 2 occupy the biggest space in Taiwan's dance 
field at present.
Another major development has been the broadening o f the scope o f 
dance in higher education. During the late twentieth century many dance 
agents who had studied or worked abroad came back to reside in Taiwan. 
These dance talent were qualified to teach in higher education and so were 
hired for those institutions that intended to set up or enlarge their dance 
programmes. First, the dance division under the department o f music at Tainan 
Junior College o f Home Economics (which is now the Tainan University o f 
Technology) became the department of dance in 1991. Second, the first 
graduate programme in dance was founded at the National Institute o f the Arts
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(which is now the Taipei National University of the Arts) in 1992 / Third, 
new departments o f dance were established at the National Taiwan College of 
Physical Education in 1996 and Taipei Physical Education College in 1998. So, 
altogether, there are now six institutions in higher education that offer dance 
as a degree for study in Taiwan and, except for Tainan University o f 
Technology, graduate programmes in dance are offered by the other five.
One final development o f dance in this period has been a wider recognition 
o f its value as an expression o f cultural identity and a medium for cultural 
exchange. Although dance activities for cultural exchanges had their beginning in 
the 1960s, these events were not popularised in Taiwan because most artists were 
repressed by political censorship (S. C. Chang, 2006).^ During the last decade of 
the twentieth century, the central government started to assist local governments 
in organising international events (CCA, 1998, p. 64). In 1996, the Nan-Ying 
International Folklore Festival and the I-Lan Children's Folklore & Folkgame 
Festival were prototypes for many other events in the years to come (CCA, 1998; 
NCKSCC, 1997). These festivals, offered an opportunity to present many types 
of Taiwanese ethnic dance. There were forty-seven registered dance groups in 
Taiwan in 1996 and by 2000 the number had increased to sixty-five (NCKSCC, 
1997, p. 266, 2001, p. 216). The festivals may not have been a direct catalyst for 
the increase in registered dance groups, nevertheless, the increased opportunities 
offered by folklore festivals for dance performances may be counted as 
encouragement for people performing Taiwanese ethnic dances.
Besides participating in festivals in Taiwan, local dance groups have 
also searched for opportunities to perform abroad. The function o f dance as a 
means for Taiwan's cultural export through folk dance was ignited through the
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trend o f attending international folklore festivals. L. C. Kuo, director o f the 
Yi-tzy Folk Dance Troupe, has attended international folklore festivals in 
France (1998), Italy (1999), Spain (2000), England (2002) and Germany 
(2006), ju st to list a few, and acknowledges the legitimacy and reciprocal 
benefits o f cultural export through dance. She states that by performing abroad, 
her group accumulated social capital for raising its reputation in Taiwan's 
dance field whilst foreign audiences learned about Taiwanese culture through 
their dance performance (L. C. Kuo, personal communication. May 21, 2001). 
Also, Kuo's experience in attending international folklore festivals fueled her 
motivation to affirm cultural identity through movement and choreography. 
For example, in her signature piece. Celebration (1999), many movements and 
steps were adopted from the rituals o f local Buddhist festivals. In this dance, 
she found a way o f creating new work from her cultural background, which 
was an ethnic Han culture developed in Taiwan.
Kuo's experience is just one example o f many o f the dance groups that 
perform internationally. Their warm reception by audiences abroad has earned 
these groups increasing numbers o f awards and grants from the government. 
According to Hwang Gwo-jen (2001, p. 108), in the year 2000, amongst the 
performing groups, 75 percent o f dance groups were sponsored partially or 
fully by the government for fulfilling the duty o f cultural diplomacy (see 
Figure 7.1). More than other forms o f arts, dance gains more financial support 
from the government in subsequent years. For example, in the first quarter o f 
2004, a total amount o f 47,055,505 TWD (approx. 770,325 GBP or 1,382,331 
USD) was distributed o f which 12,350,000 TWD (approx. 202,198 GBP or 
362,797 USD) was distributed for dance.^ Grants received by dance were
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26.2% o f the total distribution. The percentage was the highest compared with 
other groups such as literature (3.6%), art (7%), music (24.4%), drama 
(23.2%), cultural properties (8.5%), interdisciplinary arts (0.6%), and 
environmental plans for artistic development (6.5%) (NCAF, 2004).^ The 
higher financial support for dance can be explained by the fact that many 
dance groups, including professional companies such as Cloud Gate Dance 
Theatre and am ateur groups such as Kuo's dance troupe, achieved positive 
international reputation that impressed the judges o f government funding.
0 20 40 60
( G .  J .  H w a n g ,  2 0 0 1 ,  p .  1 0 8 )
theatre 17
music 40
□  traditional drama 48
□  dance 75
Figure 7.1 Comparison o f the percentage within each performing group that 
received funding for cultural diplomacy in 2000
This example demonstrates that politics has never stopped its influence 
on the development of dance in Taiwan. Cultural diplomacy through the 
performing arts was promoted by the government, which has encouraged many 
more dance groups to perform locally and/or internationally than ever before 
(L. L. Wang, 1997). Through sponsoring international festivals both abroad 
and domestically, political influence on dance has resurfaced, although in a 
different way from the previous period. That is, although strict political 
controls such as censorship no longer limit dance agents creativity, politics
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has always been involved in dance activities that bear the name o f cultural 
diplomacy. By accomplishing certain diplomatic achievements, dance thrives 
and receives a big portion of the government's support in funding and 
publicity.
Since the lifting o f martial law, building a Taiwanese cultural identity 
instead o f a Chinese identity has increased in many fields (P. L. Chen, 2002; Y. 
S. Wu, 2001; Yu, 2004). The dance field has a new enthusiasm to discover and 
describe Taiwanese identity through movements such as seen in ethnic Han's 
traditional activities or in aboriginal dances (Y. P. Chen, 1994; Y. L. Chao, 
2001; Y. Y. Huang, 2001; Y. T. Lin, 2001). This enthusiasm has evolved into 
the choreography o f new dance works that represent Taiwanese culture in the 
modern day. The changing o f cultural identity from that o f Chinese to 
Taiwanese in social fields and the encouragement in cultural diplomacy from 
the government has affected the preference and disposition o f many agents in 
the dance field. This has formed a new habitus which is at odds with the 
habitus maintained by the agents who are still fascinated with Chinese identity, 
culture and dance.
As a consequence o f this trend in stressing a local cultural identity, 
many dance groups established in the post-martial-law period now present 
works aiming to bring out the spirit o f Taiwan.^ Local troupes have created a 
new habitus and wider taste in bodily forms for Taiwan's dance field, that is, 
as Chen Ya-ping (1994) observes, they are manipulating local cultural 
materials to create new works and new creations that are in dialogue with 
traditional elements (pp. 28-29). Chen sees Taiwanese cultural elements such 
as ritual gestures, festivals, ceremonial movement patterns, and traditional
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music and costumes used in contemporary choreographies. Examples o f 
Chen's observation can be found in works such as New Face o f Fairy Island 
(1990) by Taipei Folk Dance Theatre, The Passing o f the Year (1993) by 
Formosa Aboriginal Song & Dance Troupe and Mirrors o f Life (1995) by 
Legend Lin Dance Theatre.
Moreover, under the trend o f recognising cultural identity in dance, the 
long suppressed folk arts are receiving their due. Taiwanese folk songs and 
movements that were once condemned as low arts have become treasures for 
the people o f the contemporary era. Those that were banned from public 
performance in the late nineteenth century such as Tao-hua-guo-du /^ )
[As Peach Blossoms Pass Through] and Chai-cha-xi [Tea-picking
Opera] survived through private activities. These are now viewed as part o f an 
intangible cultural heritage^ and are included in cultural preservation projects 
supported by government agencies such as the Council for Hakka Affairs and 
private foundations such as the National Cultural Association.’*^
The examples in this section demonstrate that dance development in the 
post-martial law period has expanded its domestic scope and transcended more 
international boundaries than in the previous period. In the following sections,
I will discuss three recent changes which occurred during the decade 
surrounding the Millennium. The first is the popularity for Leisure Studies 
that produced directional change for the Department o f Dance at Tainan 
University o f Technology (TUT). The second is Taiwan's compulsory 
education system that caused many dance agents to adjust their practices by 
revising curriculum designs. The third is government cultural policy which.
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although it has not yet shown direct effects on dance in higher education, has 
demanded attention in this field.
7.2 Change resulting from the trend of Leisure Studies
Since dance became an independent department in the mid-twentieth 
century, dance in Taiwan's higher education has followed a tradition in 
curriculum design (see Appendices 7-1 ~ 12). In this tradition, ballet, modern 
dance, and Chinese traditional court/folk dances are requirements and termed 
as serious dances,”  for anyone who desires to study dance for an academic 
degree. Dance courses such as jazz dance, tap dance, and social dances are all 
on a non-major chart. However this tradition was challenged, with the profile 
o f dance courses switching places, when the Department o f Dance at Tainan 
University o f Technology found a new direction starting in the academic year 
o f 2005-2006.
The Department o f Dance at TUT has two programmes, the seven-year 
programme and the four-year programme. In 2005, the four-year programme 
was renamed the Department of Recreational Dance. This new title took effect 
from the academic year o f 2005-2006 whilst the seven-year programme is still 
called the Department of Dance. The two programmes became different in 
their curriculum designs and training purpose and the stakes o f the major 
courses and the non-major courses reversed (see Appendix 7-1 ~ 2 & 13-1 ~ 4). 
The situation o f  one department with two titles and two major study areas is 
rare not just for the university but for the entire environment o f the dance field 
in higher education in Taiwan.
According to D. H. Cheng, the former chairperson of the Department o f
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Dance at TUT who was the head o f the department during the reform process, 
the idea o f 'recreational dance' came from the growing popularity o f leisure 
education in Taiwan, a new trend that was imported from the United States (D.
H. Cheng, personal communication, March 07, 2005). Conceptual models o f 
leisure education developed in the United States during the 1970s, with similar 
kinds o f studies starting to develop in Taiwan during the 1990s (Mundy, 1998, 
p. 49). The first conference for cultural studies with the theme of'L eisure ' was 
held in 1992, and the theme 'Chinese Leisure Life' brought together a concept 
o f leisure with its roots in ancient China for the contemporary life in Taiwan 
(CCA, 1992). Towards the end o f the 1990s, leisure education began to be 
offered by several institutions o f higher education. One o f the earliest such 
curricula was the Department and Graduate Institution o f Leisure, Recreation, 
and Tourism Management, founded by the Chaoyang University of 
Technology in 1998 (MCE, 2005). Five years later, the number o f departments 
that offered degrees for study relating to leisure education went up to 
eighty-eight (Numbers o f Students of Colleges and Universities Sorted by 
Departments, MCE, 2004).
Since leisure education has had great popularity in Taiwan as a whole, 
Cheng hoped the new department would develop a fresh atmosphere and gain 
popularity amongst students, regardless o f their dance background (D. H, 
Cheng, personal communication, March 07, 2005). The way he saw it, the 
emphasis on leisure education in recreational dance would promote health and 
life quality. Training instructors for the needs of various communities, nursing 
homes, health centres, and theme parks were also seen as the purposes of 
offering a department of recreational dance in higher education. Cheng also
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hoped that the recreational dances although traditionally and socially 
unappreciated by mainstream Taiwan would be able to be recognised in 
academia. A discussion about the low value placed on recreational dance, and 
its implications for this change, will be presented in the next chapter.
Cheng's goal was to give academic recognition through TUT, so that the 
social value o f  recreational dance would be raised, and that a balance might be 
found between social perceptions o f the so-called 'high arts' (for example, 
ballet) and the 'low arts' (for example, street dance). Cheng set as the final 
goal for his plan that these dance genres would be treated equally in value, 
status, and expectations. This radical idea may imply that his aesthetic 
preference in dance was wide however his specialisation lay in ballet, but by 
characterising dance as part o f the leisure industry this plan represented a 
breakthrough in the positioning o f dance in higher education. This ambitious 
goal would overturn not only an established dance hierarchy in his institution, 
but within the general habitus o f dance.
However, the Department o f Recreational Dance was changed back to 
the Department o f Dance two years later, since the academic year o f 
2007-2008. Many questions have been derived from this reform process. 
Answers were sought for why the department name was initially changed, and 
then changed back, and, as a result of these switches, how the collective and 
individual habituses were impacted at the university. In order to answer these 
questions, a case study on the educational reforms o f dance at TUT will be 
carried out in the following chapter.
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7.3 Impact of change in the school system
Before entering the third Millennium, Taiwan's school education system 
(see Table 7.1)^^ underwent drastic reforms (Taiwan's education system, MOE,
2004). In 1998, the 'Grades 1-9 Curriculum Guidelines for the Education 
Reform' that changed the curricula for compulsory education were officially 
announced (TESEC, 2009). The core concept was curriculum integration so 
that instead o f  teaching each subject individually. Education Reform 
emphasised teachers' team work in designing contents that draw from several 
learning areas for a focused topic (Y. Y. Huang, 1998; TESEC, 2009). For 
example, when teaching the concept o f time, mathematics is used to read time 
on a clock, language class to learn words, phrases and articles related to time, 
and social studies to learn the concept o f time in our life.
Table 7.1 Structural account o f Taiwan's school education system
School Education System in Taiwan
school
levels Nursery Kindergarten
Elementary
School
Junior High 
School
Senior
High
School
ages 3 - 5 4 , 5 - 6 7 - 12 13 - 15 16 - 18
note Compulsory Com pulsory
In the new curricula, there are seven Learning Areas: Language Arts, 
Health & Physical Education, Social Studies, Arts & Humanities, Science & 
Technology, Mathematics, and Integrative Activities. According to Taiwan's 
Ministry o f Education, the Learning Areas of Arts and Humanities include 
visual arts, music, performing arts (drama and/or dance), and other art forms 
(curiously, no real humanities subjects are included).
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In the old curricula, dance was taught occasionally, and only in physical 
education classes. In the new system, dance is included as a major part o f the 
performing arts curriculum instead o f as a component o f physical education, 
as it was formerly classified. However, the Ministry o f Education has not put 
restrictions on the performing arts, instead allowing each school to choose 
between dance and drama. Some dance educators are excited about this change 
because they believe this major change will open up more career opportunities 
for dance graduates who are interested in teaching dance to children.
C. S. Chang, dance educator at the Taipei University o f the Arts, has an 
optimistic view o f how dance can be applied in the new curricula (C. S. Chang, 
2002, 2007). In her view, dance can be taught in the areas o f Arts & 
Humanities, General Activities, and Health & Physical Education. For the area 
o f Arts & Humanities, dance is officially part of the performing arts section 
and included as a subject for study in the school education system. Because of 
this, dance can be taught as a way o f learning the related art forms, such as 
music or drama. As for General Activities, the area is meant to let teachers 
have the freedom to design class contents on their own. For example, teachers 
can apply dance as part o f games and fun activities for children, and in the 
area o f Health & Physical Education, the stress is on how dance can improve 
one's health. Dance in this learning area can be applied as a kind o f sports 
activity. Besides Chang, other dance educators have offered different 
philosophies on how dance can be taught to school children and how to revise 
courses o f dance teaching in higher education (L. C. Chang, 2003; M. L. Chu, 
2006; Y. C. Chuang, 2002; Tai, 2003).
S. H. Whang, professor and founding chairperson o f the Department o f
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Dance at TUT, asserts her support for the reform o f school education by 
stating,
I am happy with this reform. It pushes me to do more study and 
more research although I have been working on the same path for a 
long time already. Now I am working even harder to match the 
needs o f the Education Reform o f the Grades 1-9 Curriculum. My 
challenge is to prove that my teachings will help students to be 
qualified for the new curriculum. (S. H. Whang, personal 
communication, March 13, 2008)
The 'needs for the Education Reform' mentioned in Whang's statement refers 
to integrated learning through dance. That is, a dance teacher is expected to 
teach dance to children by incorporating knowledge from other fields, like 
shapes and numbers in Mathematics and the use o f reaction force in Physics. 
In that respect. Whang has revised her course designs in order to help dance 
majors develop qualified skills for teaching dance at school level.
However, there are problems that discourage many dance majors from 
finding teaching opportunities in school education. First, agents who have 
graduated from any o f the dance departments in Taiwan are ineligible to teach 
dance at elementary and high school level in Taiwan because they do not have 
proper teacher-education related credits. In order to gain educational 
qualifications, dance majors must pass several critical exams to enrol for 
teacher education. The policy requiring students to have educational training 
before they are allowed to teach school children is reasonable. However, since 
the exams and the courses emphasise written tests more than practical 
evaluations, many dance agents have to sacrifice their training in dance 
practice and performance in order to study for the written tests (Y. F. Mao, 
personal communication, February 19, 2005; Y. H. Tu, personal communication,
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March 07, 2005). Under such circumstances, a dance graduates' degree in dance 
does not provide sufficient credentials for their pursuit o f becoming dance 
instructors for school children. In the end, they have to find other means o f 
collecting cultural capital in order to meet the requirement o f the qualification, 
and so their individual habitus has changed from dance practice-oriented to 
written tests-oriented.
The second problem that discourages many dance majors to find 
opportunities in school education is that teaching positions in performing arts 
with a real emphasis in dance are rarely open to job hunting agents even after 
local exams, course work and national exams are taken. This situation might 
result from the fact that many schools prefer to offer drama rather than dance 
in the performing arts section.
A qualified dance teacher, Y. F. Mao, experienced the difficulty o f 
teaching performing arts in the school system (Y. F. Mao, personal 
communication, February 19, 2005). She admits that Education Reform is a 
good opportunity for people like her who have graduated from a dance 
department and are interested in teaching dance to school children. However, 
text books that most schools use for teaching performing arts contain little 
content in dance and emphasise drama instead. This situation might result 
from the fact that dance has been, historically, a component o f  drama and was 
not considered an independent art form until the mid-twentieth century. Most 
Taiwanese are familiar with drama and accept the value o f drama as higher 
than that o f dance. Given these facts, Mao finds it difficult to fully use her 
talent in dance and must take training in acting in order to teach drama to 
fulfil her teaching responsibilities.
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Y. H. Tu, another qualified dance teacher, also agrees that the Education 
Reform in theory presents a good opportunity for people like her, but believes 
that several o f the existing problems are obstacles for improvement o f dance 
education in the school system (Y. H. Tu, personal communication, March 07,
2005). According to Tu, most schools' aesthetic preferences in dance are lower 
than other arts subjects, therefore they assign more hours to these subjects 
than dance. Also, the governmental financial support for dance-related 
activities in schools is very low and discourages schools from making an 
effort for dance promotions.
Being aware o f  these problems, some dance educators disagree with
revising the curriculum of dance in higher education. M. L. Wu, the
chairperson o f the department o f dance at the Chinese Culture University sees
the market for teaching dance in schools as small, and states.
Dance in the school education system has always been a small part 
o f  the physical education programme. It has never been an 
independent subject in arts education like music or art. Even 
though performing arts are now included in the new curriculum of 
the Education Reform, this refers mainly to drama rather than 
dance in most schools...I don't see many benefits for the 
development o f dance in the Education Reform. There are only 
limited hours o f dance related activities in each school. (M. L. Wu, 
personal communication, March 08, 2008)
Wu has not found it necessary to revise her curriculum because o f the limited 
need for dance instructors in the school system. In her department, 
practice-based training courses are strongly emphasised. Perhaps she believes 
that dance agents who graduate from her department will find a better way to 
utilise the cultural capital they earn from a degree in dance.
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Conversely to Wu, Whang insists that revising the curriculum design is 
practical, and she states,
... this kind o f creative and integrated dance teaching style is 
becoming popular in the private dance studios. Therefore, even 
though many o f them [the dance graduates] do not have the 
education qualifications to be school teachers to teach dance 
classes, they can find their opportunities in the private dance 
studios. (S. H. Whang, personal communication, March 13, 2008)
Whang's statement suggests that she is optimistic about the reform. She 
believes that dance agents will be able to accumulate more cultural capital 
than just a degree in dance if  they have the chance to learn the concept o f 
curriculum integration and become capable o f applying the concept in 
teaching dance to children.
Although the Education Reform o f the school system does not seem to 
have impressed many dance agents in higher education, it has had a noticeable 
effect on some o f them. Therefore, for changes in the schools, Taiwan's dance 
in higher education is acting as a support system. It nourishes new dance 
teachers and provides chances for them to develop necessary skills. Thus, 
opportunities accompanied by challenges are leading dance in higher 
education in a new direction in Taiwan. The reform process may also 
eventually change the sort o f students wanting to do degrees in dance.
7.4 Cultural and creative industries
7.4.1 C ultural and C reative Industries D evelopm ent Plan
Unlike other policies in Taiwan influenced by American culture, such as 
the trend o f Leisure Studies, a new development plan was imported from
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Europe after the start o f the third millennium. The Development Plan for 
Cultural and Creative Industries, established in 2002, took as its original 
model that o f the United Kingdom (CCA, 2004). This cultural policy was 
started under the former Prime Minister Tony Blair during the late 1990s and 
has had some success in promoting the economic and educational value o f the 
arts (Hewison, 2001, pp. 535-553). Within three years, the 'creative industries' 
model that evolved under the reforms showed a satisfactory result in the UK.
The success o f the creative industries model encouraged the government 
o f Taiwan to look to the UK as a new model for its design o f cultural policy 
(CCA, 2004). A new cultural policy was incorporated in Challenge 2008 - 
National Development Plan, and was announced by the Council for Economic 
Planning and Development in 2002 (CIO, 2002a; J. S. Chang, 2004). The 
plan's ten major investment projects are infused with themes o f local 
development for international compatibility. The ten projects include:
1. e-Generation Manpower Cultivation Plan
2. Cultural and Creative Industries Development Plan
3. International Innovation and R&D Base Plan
4. Industrial Value Heightening Plan
5. e-Taiwan Construction Plan
6. Operations Headquarters Development Plan
7. Island-wide Trunk Transportation Construction Plan
8. Doubling Tourist Arrivals Plan
9. Water and Green Construction Plan
10. New Home Community Development Plan
The goal o f the Cultural and Creative Industries Development Plan is to
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transform and infuse culture and traditions with creativity and quality for 
economic development (GIO, 2002a). One of the strategies for the Cultural 
and Creative Industries Development Plan is to "cultivate art, design and 
creative manpower", which has stimulated the emergence o f new departments 
in higher education (GIO, 2002a). For example, during the preparatory stage 
o f the plan, the National Kaohsiung University o f Applied Sciences 
established the Department o f Cultural Development Businesses in 2001. Its 
founding purpose was to "cultivate[s] professionals who will devote 
themselves to literary writing, multimedia arts or design and promotion of 
cultural activities" (NKUAS, 2005). The Cha Nan University o f Pharmacy and 
Science also established the Department o f Cultural Activities Development in 
2003. Its aim is to train talented individuals in promotion and management o f 
cultural activities and traditional performing arts (CNUPS, 2005).
H. F. Lee, a dance anthropologist, took a full-time teaching position at 
the Cha Nan University o f Pharmacy and Science when the new department 
was established. He expresses his vision for the future of the cultural and 
creative industries in higher education and its relationship with the 
development o f dance. Lee does not foresee dance playing a major role in his 
department. However, by introducing indigenous dance and various dance 
styles to the students, the development o f dance in higher education could find 
its way into the curriculum through non-major courses. In addition, by 
studying management for the performing arts, dance as a creative industry 
may well be a familiar concept to the students of this department. Therefore, 
Lee states.
Although dance performance is not the main purpose o f this
department, I try to incorporate as many dance related topics as I
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can in my teaching. I also assign my students to attend dance 
performances and write reports. However, the feedback is not 
focused on the choreography and dance skills but more about the 
attendance o f the audience and the relationship between the 
performers, the theatre and the audience. (H. F. Lee, personal 
communication, March 25, 2005)
7.4.2 The Industrialisation of Performing Arts
Another main project of government cultural policy is the idea o f the 
Industrialisation o f Performing Arts # i b )  (CCA, 2004). Its aim is
to bring arts and business together in order to promote quality o f life by 
raising artistic standards, to create more jobs for artists and to preserve 
traditional performing arts. Since the idea o f the industrialisation of 
performing arts was officially announced in 2004, many seminars, talks and 
meetings have been held, however, there is no substantial evidence to prove 
that the idea has been implanted. No immediate effect on Taiwan's dance in 
higher education exists at present but its future development should be closely 
observed. Some dance departments are, for instance, sponsoring or 
participating in activities that claim to be part of the cultural and creative 
industries which may lead to the industrialisation o f performing arts; however, 
it is questionable whether these activities are actually related or leading 
towards cultural and creative industries. Some examples will be discussed 
below.
In 2006, a summer project sponsored by the Council for Cultural Affairs, 
the International Dance Elite Academy, was undertaken by the department o f 
dance o f the Taipei National University o f the Arts (TNUA) (CCA, 2007). The 
project took place from the 24^ o f July until the 26^ o f August and offered
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four major workshops: Community Dance Workshop, Laban Dance Notation & 
Teaching Certificate Workshop, Dance Curriculum for Professionals, and 
Workshop & Performance o f Asian New Prominent Talents. According to the 
Council for Cultural Affairs, this project was held in order to cultivate creative 
manpower (CCA, 2007).
In 2007, the Community Dance Workshop was eliminated but the other 
three remained (TNUA, 2007). However, similar kinds o f workshops have 
been held in the past in various educational settings. The project's workshops 
did not seem to be particularly different from past workshops on dance 
technique or choreography nor did they seem unique in cultivating manpower 
for cultural and creative industries. In 2008, the project was taken over by the 
M inistry o f Education and the workshops changed their contents to ballet. 
Pilâtes, modern dance, repertory, and choreography (TNUA, 2008; WDA-AP, 
2008). At present, these workshops no longer claim to be linked to the cultural 
and creative industries.
These projects, offering workshops in dance skills, chorography and 
curriculum design, repeated what had been done in the past by most o f the 
institutions o f higher education within a dance department. Thus, it is doubtful 
that such projects have different results from other workshops in bringing arts 
and business together. In fact, and this is arguable, every dance department 
has been cultivating creative manpower over the years. Such projects and 
many other workshops also emphasise the exploration o f creativity, but what 
is lacking is the medium that would transform and infuse culture and traditions 
with creativity and quality for the economic development. Therefore, I would 
suggest that more discussions and more collaborative efforts be held to help
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dance talents find their way towards the cultural and creative industries and/or 
the industrialisation o f  the performing arts.
Another example o f making dance fulfil the idea o f cultural and creative
industries and the industrialisation o f the performing arts, bringing extra work
and pressure, can be found in other activities o f the dance department at TUT.
According to Cheng, the chairperson from 2001 to 2008 academic years.
Over the past 18 months or so, the department has been involved in 
many projects relating to the government policy of cultural and 
creative industries. These projects have given us more 
opportunities to promote this department and the university, but 
have also brought us lots o f extra work and pressure. Each project 
has been almost like an order that was passed down to us by some 
university supervisors. They thought we would be accumulating 
credentials and accomplishments in promoting the policy of 
cultural and creative industries by attending lots o f activities and 
festivals such as travel fairs. In fact, the supervisors did not care 
about the content o f the activities that we were involved in. They 
ju st cared about the quantity, not quality. Many times our students 
were sent to dance for a ribbon-cutting ceremony or someone's 
wedding, just because the university received an invitation by 
someone that asked for a performance of one or two dance pieces 
to augment their events. (D. H. Cheng, personal communication, 
April 25, 2008)
Cheng's statement indicates that dance is manipulated in various instances by 
using the name 'cultural and creative industries', however, the creative and 
economic value o f dance is not recognised. Rather, dance is used to entertain 
the guests at events, and thus in private educational settings, an authoritative 
force often acts as an arbitrary power to silence dance. For example, when a 
supervisor such as the Chief Secretary of the university raises an issue, the
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appointed dance agent(s) is(are) expected to accept the issue cooperatively. 
When the power relations in the university shift, the agents' assigned work 
shifts accordingly. In Cheng's example, many activities in which the 
department participated were assigned by the former Chief Secretary o f the 
university. Since the present Chief Secretary (officially appointed in the spring 
o f 2008) o f the university has shown no interest in pressing on the policy o f 
cultural and creative industries, dance agents in the university have not been 
appointed for any related activity (D. H. Cheng, personal communication, 
April 25, 2008).
From these listed examples, it seems that dance has not yet found its 
way to joining the policy of cultural and creative industries. The reasons can 
be varied but one possibility might be that "the policy o f cultural and creative 
industries is a good idea but it takes time and effort to plan if  we, as dancers, 
are to be involved" (D. H. Cheng, personal communication, April 25, 2008). 
Perhaps by nature dance is part o f the cultural and creative industries, but its 
economic, artistic and educational values have not achieved a balance yet with 
subject-specific disciplinary training.
Conclusion
This chapter has documented several examples o f the new forces 
affecting the field o f dance in higher education in Taiwan in the post-martial 
law period. These rapid changes are a result of social transformation during 
recent decades, although not everybody will assign the same significance to 
these factors and the changes they engender. From these changes, we can 
identify a cyclical pattern in the development o f dance in Taiwan, whereby
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past experiences recur in an ongoing loop. Specifically, these past experiences 
include a pervasive foreign cultural influence in dance, a hierarchical 
separation between dance and other arts, and also the involvement o f national 
politics in the form o f cultural diplomacy. Examples o f these influences are 
listed and discussed as follows.
The first element in the cyclical pattern, the recurrence o f pervasive 
foreign cultural influences, came from China, the United States and the United 
Kingdom, happened just as a local cultural identity was striving to find its 
footing in the dance field. As I have explained, shortly after the resumption of 
cross-strait activities, Chinese dances once more gained popularity in most 
parts o f  Taiwan. Such recurrence appeared not long after many dance agents 
lost their motivation to participate in the annual Competition o f Chinese 
Traditional Dance, as national politics was no longer coercively involved in 
most fields after the lifting o f martial law. This time around, the origin o f this 
interest sprang from the autonomous and simultaneous choices o f the dance 
agents themselves. This situation shows that past experiences, e.g., practice in 
Chinese dance, have an influence over the individuals' habitus so their 
dispositions and aesthetic preferences were moulded towards certain 
directions, i.e., Chinese cultures.
Besides the Chinese influence, dance in the post martial-law period has 
been highly influenced by both the importation o f the leisure study concept 
from the United States by many universities and also the adoption o f British 
government's policy o f cultural and creative industries. Both examples, I argue, 
were demonstrations o f recurring westernisation in this period which shows 
that the collective habitus is also greatly influenced by the experiences o f the
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socialisation process.
The second element in the cyclical pattern is the hierarchical separation 
between dance and other arts, particularly found in the school education 
system. Historically, dance was a component o f drama, rituals or ceremonies 
in Taiwan and thus considered a lower cultural form, as explained in Chapter 4. 
In this period, this situation recurred in the school system where dance is not 
seen as a course that can stand on its own. This can be identified by examining 
the design o f the courses in the learning area o f Arts & Humanities in the 
'Grades 1-9 Curriculum Guidelines for the Education Reform' announced in 
1998. In this learning area, both art and music were classified as independent 
courses but dance was combined with drama in the Performing Arts course.
In addition, even in the Performing Arts section, dance received less 
respect than drama as a whole. Under such circumstance, more stress than 
opportunities were produced for the dance agents working in schools. Thus, 
many o f them chose to submit to the violence and collect more cultural capital 
through other means, e.g., educational credentialing in drama, in order to 
secure their positions in the school education system. In such cyclical 
development, the status of dance had been pushed back to square one, i.e., 
where it was in the late nineteenth century.
The third element in the cyclical pattern is the involvement o f national 
politics in the name o f cultural diplomacy. This is found in the mutually 
beneficial relationship between the government and dance agents, a recurring 
relationship between the government and dance students in the case of the 
CYGM during the martial law period. For both parties, through the activities 
o f dance for cultural diplomacy, the government and participating dance
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agents received the benefits they desired, as I explained earlier in this chapter 
and in Chapter 6. By fulfilling the dance agents' desired forms o f capital, e.g., 
cultural capital (performing abroad), social capital (positive reputation 
acknowledged by the government) and economic capital (the government 
funding), politics continue to exercise control in dance. This recurring 
situation can also be seen in the military song and dance troupes where dance 
agents served state politics whilst acquiring individual benefits.
The examples listed above conclude that cyclical patterns which 
occurred in the development o f dance in this period disclose the enduring 
nature o f the habitus. Although change did take place, and can happen in the 
habitus, its endurance also reinforces the recurrence of past experience from 
time to time. Under such circumstance, the collective habitus o f the dance 
field modifies and dance agents adjust their institutional habitus accordingly. 
Thus, dance agents are constantly searching for means to secure their positions 
and the power relations between themselves are therefore constantly changing. 
Many o f the changes that took place in this period also suggest that dance is 
often controlled by the knowledge and power o f other agents, and ideologies 
and violence from other fields outside dance. Overall, dance as a discipline in 
Taiwan continues to be subjected to social and political shifts in society.
Notes
* Information can be found on the website of Cloud Gate Dance School at:
http://www.cloudgate.com.tw/about/about-l.html.
 ^ As of January 2008, Cloud Gate Dance School has a total number of 21 branches 
in Taiwan. Information can be found on the website of Cloud Gate Dance School 
at: http ://www. cloud gate, com .tw/classroom/1 oin-5 .htm 1.
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Information about Cloud Gate 2 can be found on its website at: 
http://www.cloudgate.org.tw/cg2/.
Information about the university's brief development can be found on its website at: 
http://www2.tnua.edu.tw/etnua/modules/alumni/index.php?pa=view&cid=55.
More detail of Taiwan's dance for cultural exchange can be found in Chapter 5.
Exchange rate was based on information drawn from the currency converter 
website, the Universal Currency Converter®, 1 GBP = 61.0852 TWD; 1 USD = 
34.0407 TWD. Retrieved August 26, 2004, from: http://www.xe.com/ucc/.
A complete diagram of the total amount distributed for the first season of 2004 can 
be found on the website of the National Culture and Arts Foundation at: 
http://www.ncafi‘oc.org.tw/Content/subsidv sum.asp.
For example, the Taipei Folk Dance Theatre since 1988, Formosa Aboriginal 
Song & Dance Troupe since 1991, and Legend Lin Dance Theatre since 1995.
Dance is treasured by the UNESCO (United Nations Educational, Scientific, and 
Cultural Organization) as an intangible cultural heritage. Intangible cultural 
heritage includes "oral traditions and expressions, performing arts, social practices, 
rituals and festive events, knowledge and practices concerning nature and the 
universe, traditional craftsmanship". Source cited from the website of UNESCO at: 
http://portal.unesco.org/culture/en/ev.php-URL ID=2225&URL DO=DO TOPIC 
&URL SECTION=201.html.
More information can be found on the website of Council for Hakka Affairs at 
http://www.hakka.gov.tw/np.asp?ctNode=205&mp=205 and on the website of 
National Cultural Association at http://www.ncatw.org.tw/portal/PortalHome.asp 
(CHA, 2001; NCA, 2001).
The use of the term 'serious dance' to refer to major requirements in dance, that is, 
ballet, modem dance and Chinese traditional dance, was derived from an interview 
with Cheng De-hai, the former chairperson of the department of dance at Tainan 
University of Technology (TUT), in 2008. When discussing the change from the 
Department o f Dance to the Department of Recreational Dance, Cheng states, this 
department was able to recruit dancers who did not wish to take too many of the 
serious dance courses " (D. H. Cheng, personal communication, April 25, 2008). It 
is suggested that his statement is based on the idea that these are demanding 
courses that require the most study hours towards a degree in dance.
The structure o f Taiwan's school education system consists of six years o f 
primary school, three years o f junior high school, and three years o f senior 
high school. The primary level and the junior high school level rnake up 
the nine-years o f compulsory education which were put in place in 1968 
and have continued to the present time (NICT, 2005). Upon finishing 
compulsory education, students take national examinations before 
entering senior high schools, colleges and universities (or vocational high
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schools).
Information can be found on the website of the Taiwan Elementary and Secondary 
Educator Community (TESEC) at; http://teach.eie.edu.tw/.
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Chapter 8
Case Study on the Reforms of Dance in 
Higher Education at TUT 
The Voices of the Agents
Introduction
Since the establishment o f the first department o f dance at the Chinese 
Culture College in 1964, most curricula in dance departments has been similar 
although revisions have taken place from time to time at each institution. A 
variety o f  dance techniques and related lecture courses are offered, but 
technique classes usually take up most study hours. Training for dance 
students in higher education usually emphasises more dance technique and 
performing skill than critical thinking and research. In technique classes, 
ballet, contemporary dance and Chinese traditional dance are the major 
requirements in all o f the institutions, whilst some institutions offer other 
dance techniques such as jazz dance, tap dance, and Latin dance as non-major 
classes. Most dance graduates work for dance companies as dancers or teach 
children's dance classes at private dance studios after graduation. Some also 
establish their own dance groups whilst others open their own dance studios. 
Because some graduates may be interested in teaching elementary or 
secondary school children, they complete other educational requirements and 
compete in exams for teaching positions. Those who continue to pursue higher 
degrees may have a chance to find teaching opportunities at the higher 
education level.
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Dance in higher education in Taiwan, along with all other higher 
education settings, is under the supervision of the Ministry o f Education 
(MOE) although partial freedom such as curriculum design is given to each 
individual institution. Besides the MOE, private universities are regulated by 
their boards o f authority and university supervisors. Under the regulation of 
the MOE, each member of the teaching staff must hold an MA or a PhD degree 
in order to be qualified in teaching at the higher education level. In recent 
years, the MOE has allowed people with special talent without proper degrees 
to teach certain subjects at higher education level, but most o f them are hired 
as part-time staff. However, there is a limit on the number o f unqualified 
people who can work in each department: approximately 1/8 o f the total 
number o f faculty is allowed to be hired without holding at least a Master's 
degree (D. H. Cheng, personal communication, April 25, 2008).
With four decades o f history, Taiwan's dance in higher education has 
been nourishing talented dancers and educators, yet within the tradition o f the 
curriculum design, the dance agents with higher education diplomas have 
specialised in ballet, contemporary dance, Chinese traditional dance or 
dance-related lecture courses. These agents, i.e., those hired at the higher 
education level as full-time faculty that are specialist in major requirement 
courses, form a dominant group which forces dance agents without degrees 
into the position o f the dominated group, i.e., those only eligible for part-time 
or sessional employment whose specialised areas are mostly non-major 
courses. The dominant group has continued to secure their position by making 
their specialised areas the requirements for getting a degree in dance. The 
existence o f cultural reproduction in dance education lies in the reproduction
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o f the culture o f the dominant group, reproducing the same subject values and 
inequalities in the field through the education system. Dance agents who wish 
to obtain a degree in dance follow the dominant group's preferences in 
choosing their specialised areas. Thus, symbolic violence has been at the 
centre o f  the development o f dance in higher education in Taiwan.
When discussing symbolic violence, it is important to note that it is not 
ju st exerted on individual dance agents but also on educational settings. Take 
the Department o f Dance at the Tainan University o f Technology (TUT) as an 
example o f a private university which has changed the title and curriculum of 
its four-year programme in order to distinguish itself from other institutions. 
Its curriculum changes (see Appendices 13-1-13-4), such as going from Ballet 
to Recreational Ballet or from Contemporary Dance Teaching to Recreational 
Contemporary Dance Curriculum Design, and also by removing Ballet, 
Chinese Traditional Dance and Contemporary Dance from the original 
requirement courses were revolutionary in Taiwan's dance education. It would 
have led to significant changes in the habitus, individually and collectively, if 
the department were able to maintain this title and the curriculum. However, 
due to the lack o f qualified teaching staff specialising in recreational dance, 
the title and the programme was changed from the Department o f Recreational 
Dance back to the Department of Dance after two academic years.
These changes highlight how an institution in a dominated subfield, 
which will be explained in the next section, must continuously adjust itself in 
order to maintain its position in the field. The reform process carried out by 
the dance department at TUT may appear as a singular occurrence taking place 
at an individual institution; however, the meaning of such a shift can be
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profound. Although the scope o f this research concentrates on the phenomena 
observed at TUT, the results serve as a mirror that reflects new forces acting 
on the habitus o f the field o f dance in higher education in Taiwan in the early 
twenty-first century.
Moreover, this case study was derived from my nearly two decades o f 
teaching experience at this institution. Throughout this time, I have witnessed 
the evolution o f  the university and the department, i.e., from a junior college 
to a senior college and then a university, and also the change o f the department 
title and curriculum. It is from this experience that I have witnessed the 
pressure from the authorities regarding the operation o f the department, the 
adjustment in staff during the curricular reforms, and the reactions o f the 
students towards the curriculum change. Therefore, a driving force that 
developed from my personal observation at this institution has propelled me to 
carry out research analysing the unspoken violence in the field o f dance in 
higher education in Taiwan. In that respect, dance in higher education at TUT 
has been chosen as the research focus for this case study.
The purpose o f this research is categorised in two directions. First, 
forms o f overt and symbolic violence will be identified that have contributed 
to the reforms at TUT since they are crucial to the field o f dance in higher 
education in Taiwan. Secondly, an analysis o f the reactions o f the dance 
agents towards the reforms will be presented in order to shed light on the 
habitus o f the field. Data collection for this research utilised semi-structured 
interviews in order to secure as much first-hand material as possible. A total 
o f ten dance agents were interviewed, including dance teachers and dance 
students at TUT, with special attention given to those involved in the reform
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process. Table 8.1 in the following page shows a profile o f these ten dance 
agents. Other data have been collected from books, curricula, booklets and 
websites as a supplement to the data collected from the interviews.
This case study will serve as a microcosm of wider social forces and 
values attached to the study o f dance since one curriculum experiment in one 
institution reveals problematic areas in the field as a whole. I will discuss the 
forms o f  symbolic violence that affect the agents in the field and changes in 
the habitus. Bourdieu's idea o f cultural reproduction is utilised in the analysis 
o f the habitus o f the field embedded in this institution and in relation to the 
field o f dance in higher education.
8.1 Profile of the dance programme at TUT
The TUT was established in 1965 under the title Tainan Junior College 
o f Home Economics. It started as a five-year college for girls that combined 
senior high school and junior college. In 2000, the Tainan Junior College o f 
Home Economics was upgraded to the senior college level and was renamed 
the Tainan Woman's College of Arts and Technology. In the summer o f 2006, 
the Tainan Woman's College o f Arts and Technology was upgraded yet again 
to the university level and was renamed Tainan University o f Technology. In 
the following sections, the history, location and tradition o f the dance 
programme at TUT will be discussed.
8.1.1 The h istory
Established in 1971 under the Department o f Music, the Department of 
Dance was initially called the Dance Programme, and this title remained in use
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Table 8.1 Profile o f  the dance agents interviewed for education reforms at TUT
Name/Gender Title Specialised Area
Whang 
S. H./ 
Female
Former Dean of Student Affairs 
& Professor (also founding 
Chairperson) o f the Dance 
Department at TUT
Dance Education
Cheng 
D. H./ 
Male
Associate Professor & Former 
Chairperson of the Department 
o f Dance at TUT
Ballet
Dance Aesthetics
Lin 
I. L./ 
Female
Full-time Dance Lecturer at TUT Ballet
Hsu 
W. Y./ 
Female
Part-time Dance Lecturer at TUT
Contemporary Dance 
Dance Notation 
Dance Analysis
Tehn 
K. F./ 
Male
Part-time Dance Lecturer at TUT Contemporary Dance
Ting 
Y. 0 . /  
Female
Part-time Dance Instructor at 
TUT
Aerobic Dance 
Leisure Dance Education
Chang 
C. Y./
Female
Third-year student of the 
Department o f Recreational 
Dance at TUT
Aerobic Dance
Lo 
H. H./ 
Female
Third-year student of the 
Department o f Recreational 
Dance at TUT
Recreational Ballet & 
Recreational 
Contemporary Dance
Huang 
C. Y./ 
Female
Second-year student o f the 
Department o f Recreational 
Dance at TUT
Undecided
Cheng 
W. Y./ 
Female
Second-year student o f the 
Department o f Recreational 
Dance at TUT
Undecided
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for twenty years. In 1991, the Dance Programme became the Department o f 
Dance and a two-year programme was added that recruited senior high 
school graduates (around age 18 or older) and offered an Associate's degree. 
When the institution became a senior college in 2000, the department began 
to offer a Bachelor's degree to those students who completed its seven-year 
programme (a combination o f five-year academy and senior college). The 
two-year Associate's degree programme was dropped in favour o f a four-year 
programme that awarded Bachelor's degrees in 2001.
Despite these changes, the seven-year programme has been operating 
with the same goal as it always has had, i.e., training professional dancers 
and dance instructors for children. On the other hand, the four-year 
programme had gone through education reforms and switching its titles and 
curriculum around between the Department of Dance and the Department o f 
Recreational Dance between the academic years o f 2005-2006 and
2007-2008. It is the ideological values and habitus change associated with 
this two year inter-regime, away from the dominant values attached to dance 
in other institutions that I wish to examine.
8.1.2 The location
The location o f TUT has a double-edged effect when compared with 
other departments o f dance in Taiwan (see Appendix 6). The TUT is located in 
Tainan, the former capital o f Taiwan from the seventeenth through the 
nineteenth centuries. It is the only institution of higher education that offers 
dance as a degree for study in southern Taiwan. It was also one o f the first 
institutions in Taiwan to train professional dancers and dance instructors, 
before many more choices opened up after the mid-1980s. However, since the
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late nineteenth century, the south of Taiwan has not developed as quickly as 
the northern part o f Taiwan, and this has become a major disadvantage for 
TUT when trying to recruit students, especially more skilled dancers. This is 
largely due to fewer opportunities to observe and study performance for 
students and fewer professional opportunities for graduates.
8.1.3 The tradition
When it was established in 1965 under the title Tainan Junior College o f 
Home Economics, most o f the courses offered at TUT were geared toward 
making the students into successful homemakers. Therefore, the TUT has had 
a long tradition o f being an all-girl school and it bore the nickname The 
Bride's School' until many more subjects such as music, dance, arts, and 
interior design began to be offered in recent decades. The different courses 
offered and many o f the graduates' successful career achievements gradually 
changed the habitus o f the institution and this nickname has faded away.
Starting in the 2004-2005 academic year, male students were allowed to 
enrol in the weekend programme, and then in the evening and graduate 
programmes in 2006-2007. However, male students were not allowed to enrol 
for the day programme, the biggest part o f the institution, until the Ministry of 
Education enforced a co-educational policy based on the concept o f equal 
opportunity for either gender. Therefore, the board o f directors at TUT agreed 
to accept students o f either gender for all programmes starting in the
2008-2009 academic year (TUT, 2008). As the Department o f Dance has had 
neither an evening nor a graduate programme, only girls have been able to 
enrol during its thirty-year history until 2008/
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8.2 Coercive and symbolic violence and their consequent reforms
In the field o f dance in higher education in Taiwan, as this thesis has been 
arguing, a coercive force is usually accompanied by a symbolic violence that 
manifests its effects. In relation to the dance reforms at TUT, the coercive force, 
nearly non-negotiable, mainly comes from the authority o f both the university 
and the Ministry o f Education. Due to concerns about a decline in enrolments 
(earlier the first decade o f this century), the authorities at the university forced 
the first directional change o f the dance curriculum, i.e., from the Department 
o f Dance to the Department o f Recreational Dance. However, based on the 
qualification problems o f the new teaching staff, the power exercised by the 
Ministry o f Education resulted in the second change of the curriculum i.e., from 
the Department o f Recreational Dance to the Department of Dance.
8.2.1 C oercive force as an instigator of reform
The first reform o f the dance department at TUT, the name change from
the Department o f Dance to the Department of Recreational Dance, was the
result o f coercive force exercised by the university authorities. This coercive
force from inside the university came from the board o f directors and
supervisors and was the main catalyst for its change, as Cheng, the former
chairperson, states.
This university had a serious problem in recruiting new students a 
few years ago. Therefore, the president of the university, the dean 
o f  academic affairs, the dean of student affairs and many other 
administration supervisors were under tremendous pressure from 
the board o f directors...CHANGE was the only word I heard. 
Therefore I came up with the idea of changing the four-year 
programme to become the Department of Recreational Dance. (D.
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H. Cheng, personal communication, April 25, 2008)
Cheng's statement suggests that the main reason for the name change was 
related to concerns o f economic capital. As a private university, TUT does not 
receive sufficient funding from the government to meet its budget needs, and 
therefore relies heavily on the income from tuition to make up the difference. 
A shortfall in the numbers o f new students would result in a decrease o f the 
total revenue o f the university, which means that the TUT operates much like a 
business, where most decision-making is driven by economic concerns.
Table 8.2 Birth rate: 1985-2004^
Cheng's leadership o f this department 
began in the 2001-2002 academic year and 
he has noticed a decline in the number of 
new students each year since then. The 
difficulty in recruiting new students for this 
department can be explained by a number of 
factors. The first is the declining birth rate in 
Taiwan during the last fifteen to twenty 
years. In Table 8.2, the birth rate in 2004 is 
shown to be 5.71% less than in 1994 and 
8.44% less than in 1985 (NST, 2008). This 
problem of a declining student population is 
being experienced by all levels of educational 
setting, especially in higher education.
Year Birth Rate
2004 9.60%
2003 10.06%
2002 11.02%
2001 11.65%
2000 13.76%
1999 12.89%
1998 12.43%
1997 15.07%
1996 15.18%
1995 15.50%
1994 15.31%
1993 15.58%
1992 15.53%
1991 15.70%
1990 16.55%
1989 15.72%
1988 17.24%
1987 16.01%
1986 15.93%
1985 18.04%
The second factor regarding the difficulty in recruiting new students for 
the Department o f Dance at TUT is that it charges higher tuition fees than most
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other dance departments. In general, the state-funded universities are ranked 
higher than most private institutions, the main reason being that the 
state-funded universities receive more government financial resources. 
Therefore, they are able to provide better benefits for the staff than the private 
universities and they have better chances to hire excellent teaching staff. Also, 
the tuition that they charge is usually less than half o f what the students pay at 
private universities. So, due to having better faculty and charging less for 
tuition, the state-funded universities usually have the advantage o f attracting 
better students than private universities. Given these facts, most private 
universities are in keen competition with each other to attract students.
A third factor o f the declining enrolment at TUT is its location^ and 
funding sources. Amongst the five other institutions offering dance 
programmes. National Taiwan University of Arts (NTUA), Taipei National 
University o f the Arts (TNUA) and Taipei Physical Education College (TPEC) 
are located in the capital city, Taipei, where most theatres, companies, and 
schools o f dance can be found and they are state-funded institutions. The 
National Taiwan College of Physical Education (NTCPE) is also a 
state-funded institution, therefore its central Taiwan location does not affect 
its enrolment o f new students because of the lower tuition. The only 
competitor that is also a private institution, the Chinese Culture University 
(CCU), is also located in Taipei city. Thus, the less expensive fees and/or 
better location o f these five institutions attract most of the young dancers 
seeking higher education. Although the TUT has the advantage o f being the 
only higher institution that offers a dance degree in southern Taiwan, its 
disadvantages usually overwhelm this one advantage.
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The fourth and final factor contributing to the declining enrolment was 
TUT's status as a female-only university. For much of its history, this structure 
benefited the university in distinguishing itself from other institutions, yet not 
being able to recruit male students until now has put the department at a 
disadvantage due to there being fewer girls. The trend o f declining birth rate 
has made this female-only specialty an obstacle for recruiting sufficient 
students.
These external forces shape the habitus o f this institution, according to 
Cheng, "the enrolment is nearly half of what it was 10 years ago, from at least 
ninety students each year in the early 1990s to around 55-70 students each 
year since 2000" (D. H. Cheng, personal communication, March 07, 2005). 
This situation became the initial catalyst for changes in the department. As 
explained in the previous chapter, the idea of getting involved with leisure 
education arose when that trend was gaining popularity in Taiwan (D. H. 
Cheng, personal communication, March 07, 2005).
The second directional change o f the department, from the Department 
o f Recreational Dance back to the Department o f Dance, was the result o f a 
different coercive force acted out by the MOE through the regulation o f 
qualification in teaching. Normally the regulations that the MOE enacts must 
be strictly adhered to by all educational institutions. But for the dance reforms 
at TUT, the coercive force of the Ministry o f Education had a major impact on 
evaluation s tan d ard s .C h en g , explains.
Almost all o f the instructors that we hired to teach recreational 
dance were deemed unqualified to teach at the university level. 
Many o f them did not even have a BA degree. Later, we were 
worried that we might fail the upcoming evaluation if  we didn't
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find more instructors with advanced degrees. If  we fail the 
evaluation twice, then this department will be terminated. (D. H. 
Cheng, personal communication, April 25, 2008)
The department's decision to return to its original title reveals the hierarchical 
difference between serious dance^ and recreational dance^ in academia that 
exists when comparing the curricula of the six institutions with dance 
departments in higher education in Taiwan. In all six institutions, the list of 
required courses is mainly filled with serious dance classes whilst offering few 
hours in recreational dance (see Appendices 7-1 ~ 12).
A common feature in these institutions, with the exception o f the 
TNUA, is that Ballet, Modern Dance and Chinese Dance are all on the 
required dance technique lists. The TNUA offers Eastern Movement Training, 
which includes Chinese dance in its contents; Western Movement Training; 
Pas de Deux and Aborigines Dance [sic] for its students as the major technique 
classes. The TPEC is the only other institution besides TUT that also includes 
Aerobics as one o f the requirement courses. At NTCPE, recreational dance 
courses (include Tap Dance, Jazz Dance, Sport Dance, Folk Dance and 
Aerobic Dance) are offered but none of them is on the requirement list. Also, 
for the four-year programme at TUT for the Department o f Dance and the 
Department o f Recreational Dance, Ballet, Chinese Traditional Dance and 
Contemporary Dance are on required lists for the first two years o f both 
curricula (see Appendices 7-2, 13-1 ~ 13-4). This shows that, in general, 
serious dance courses are viewed as more important courses even for 
recreational dance majors, who have to take them as requirements.
As can be seen above, if  a dance agent in Taiwan prefers to concentrate 
on recreational dance, s/he usually enrols at a private studio, which does not
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grant official diplomas. Most degree-holding dance agents in Taiwan
specialise in serious dance and graduate from one of the educational settings
recognised by the MOE. Although they are deemed qualified to teach in higher
education, they lack a proper background in teaching recreational dance
courses. Thus, if  one is looking to hire a qualified (degree-holding) full-time
recreational dance specialist, the task is almost impossible, as Cheng states.
In Taiwan, there are many highly educated people who don't have 
the background for teaching recreational dance, and those who do 
don't have the credentials to teach at the higher education level. 
For the Department o f Recreational Dance, all o f the instructors 
were highly skilful in teaching recreational dance but many o f  their 
educational backgrounds were insufficient to teach at the 
university level. Therefore they were hired as part-time specialists. 
(D. H. Cheng, personal communication, April 25, 2008)
It appears there is an obvious bias against any instructor who does not 
possess an advanced degree, regardless of technical proficiency. These 
instructors were not considered as 'qualified' to teach in the regulated field of 
higher education without a proper diploma. A comparison with the pioneers of 
dance in higher education in Taiwan, i.e., those who entered without proper 
diplomas but were hired based on expertise in Chinese traditional dance or 
ballet during the 1950s~60s, shows that their teaching and performing 
expertise was valued and permitted in higher education. When their pupils 
followed in their footsteps and entered the field, these specialised dances 
became the 'serious' dance forms on the requirement list. Thus, diplomas from 
an institution o f higher education bestow the power-knowledge to perpetrate 
symbolic violence, e.g., excluding or including specific kinds o f knowledge or 
expertise, in the field o f dance in higher education in Taiwan.
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8.2.2 Sym bolic v io lence
Since having a diploma is viewed as one form o f symbolic violence, I 
will further discuss its influence in the field o f dance in higher education in 
Taiwan. The diploma as a recognised form of social contract was not a product 
consciously developed by dance agents but came into existence as a response 
to the government-mandated needs o f the field. Nonetheless, this social 
contract has done more than anything else to determine the nature o f the 
dominant and the dominated in dance education. Specifically, the effects o f 
symbolic violence are found in three instances: the status o f the dance agents, 
the status o f dance genres, and the status of the educational settings o f dance. 
Each o f these will be discussed below.
First, diplomas are a source o f prestige and a proof o f social identity
that separates distinguished dance agents from less distinguished ones. Y. O.
Ting, a part-time aerobic dance instructor at TUT, states.
My purpose for getting a diploma in dance was to learn more about 
dance and also to be respected by others. Before that, I felt looked 
down upon by many others who hold diplomas in dance. After I 
finished my Associate's degree, I sensed more respect from the 
people who surrounded me. Encouraged by that feeling, I 
continued to finish my BA in dance. (Y. O. Ting, personal 
communication, June 13, 2008)
Ting came to study full-time for an Associate's degree in dance at TUT when
she was thirty-two years old, although she was already busy as an instructor o f
aerobics and a mother of two young children (Y. O. Ting, personal
communication, June 13, 2008). Her training in aerobics was mainly through
private dance studios and associations such as the Aerobics and Fitness
Association o f America (AFAA), the Health and Exercise Association and the
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Total Fitness & Health Life Development Association. She had little 
experience in dance before age 24, when she took aerobics for the first time. 
Following her initial exposure and some training at one o f the studios, she was 
hired as a trainee instructor o f aerobics. Since then. Ting has continued to 
improve her knowledge and skill in aerobics. She received several certificates 
through the associations that she joined but not an official diploma recognised 
by the MOE. She taught aerobics at various centres and studios but never at a 
degree-granting educational setting before she received a BA degree in dance.
Her motivation for getting a diploma was not only to increase her skills 
and knowledge in dance but also to promote her social rank. With such 
motivation, she was able to persist in her study, even with very little 
background in serious dance and despite being surrounded by a group o f 
teenage classmates (Y. O. Ting, personal communication, June 13, 2008). In 
her situation, getting a diploma was a source of pride and distinction, which 
shows that the acquisition of a diploma was a way of accumulating cultural 
capital, distinguishing the dominant dance agents from the dominated ones. 
For Ting, the higher the degree she earned, the greater the cultural capital she 
obtained. With this accumulated cultural capital, she was able to move away 
from the dominated circle, that is, the group of dance agents without diplomas 
in dance, and closer to the distinguished circle, the group that possesses dance 
diplomas.
Currently working on her MA in Leisure Management, Ting is one o f the 
very few instructors specialised in recreational dance in the department at 
TUT who holds a degree from an institution of higher education (Y. O. Ting, 
personal communication, June 13, 2008). Unlike Ting, most o f the agents
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specialised in recreational dance have not acquired a degree in higher 
education and are usually pushed into the dominated territory. This situation 
corresponds to what Bourdieu and Passeron (1970/1990) suggest as "an 
educational system [that] is more capable of concealing its social function o f 
legitimating class differences behind its technical function o f producing 
qualifications" (p. 164). A social separation between agents, o f dance 
practioners in a field, is made possible by the awarding of academic degrees.
In Ting's case, by having a degree in dance, the world in which she 
operates changes from socially lower in status to that o f a higher rank. The 
technical function o f her training in higher education did not affect her social 
world but the social function o f the diploma has influenced her social status. 
Thus, having a diploma is not just a qualification for one's educational status 
that affects career opportunities but also a symbolic capital for social rank. 
Different social behaviour, attitudes and values are reflected in the positive 
feedback that she received from the people surrounding her. Regardless o f 
dance expertise, a social separation between agents is now marked by the 
awarding o f diplomas.
A second way that diplomas represent symbolic violence is that to hold 
one distinguishes the recipient as a connoisseur o f high art versus a purveyor 
o f low art. In the field o f dance in higher education in Taiwan, an open but 
unspoken dichotomy exists: serious dance is for the sophisticated whilst 
recreational dance is for the ordinary. This dichotomy is objectified in the 
form o f a diploma as proof of social identity. Since dance agents who hold 
degrees are mostly specialised in serious dance genres, these genres become 
ranked as high art. Conversely, since most o f the agents specialised in
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recreational dance are ranked as ordinary or dominated, recreational dance is 
ranked as low art as Ting states.
In their minds [agents specialised in serious dance], aerobic dance 
is scarcely comparable to that o f ballet, contemporary dance or 
Chinese traditional dance. Many of them look down on the leisure 
business and people who teach recreational dance such as Jazz 
dance, tap dance or street dance. (Y. O. Ting, personal 
communication, June 13, 2008)
This distinction is reproduced not only in the field o f dance in higher 
education but also in society.
The Department o f Recreational Dance at TUT was an inspiration for 
many who specialised in recreational dance, but it lasted for only two years. 
The chairperson o f the department, Cheng, expresses his frustration with this 
and states.
I f  we had been able to let the four-year programme remain as the 
Department o f Recreational Dance and continue on for several 
years, then our alumni would have been able to make a name for 
themselves and this society would probably have started to 
understand that recreational dance should not be ranked as low art. 
(D. H. Cheng, personal communication, April 25, 2008)
Cheng's statement points to the probability that when more agents specialised 
in recreational dance hold diplomas in higher education, the greater the 
possibility for recreational dance to receive respect. However, since the plan 
was discontinued two years after it started, it will not produce enough agents 
to alter the situation. Hence, the hierarchy of high art, serious dance versus 
low art, recreational dance, is perpetuated as symbolic violence in the 
educational system. Cheng was required by the university authority to find a 
solution for the difficulty o f recruiting new students. He came up with the idea
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of establishing the programme o f recreational dance because o f the huge 
popularity that Leisure Studies has created. However, he was not aware o f the 
problem with diplomas that exists in the dance field. Only when he started to 
operate the programme did he sense the hierarchy o f dance types in the field.
A third way that having a diploma represents symbolic violence comes
from the status o f educational settings as places of employment. In Taiwan,
official diplomas in higher education are only issued by degree-granting
educational settings such as high schools, colleges or universities. Therefore,
learning or teaching dance at degree-granting institutions is considered o f a
higher social rank than at non-degree-granting environments such as private
studios, community centres and/or clubs. H. J. Ouyang, the director o f a
private dance studio, expresses her frustration by saying that.
Many people don't seem to understand that most dancers receive 
their fundamental training from the private studios and that 
without this training they would not be able to pass the audition for 
entering the degree-granting schools or universities. (H. J. Ouyang, 
personal communication, November 20, 2006)
Ouyang may only seem to be speaking for herself, but this hidden violence is
understood by most dance agents in Taiwan.
When both a degree-granting institution and a private studio or a club 
have a teaching position, dance agents would choose the position at the 
degree-granting institution as their priority. Upon finishing her BA in dance. 
Ting was asked to teach two hours of aerobic dance per week for the 
Department o f Dance at TUT (Y. O. Ting, personal communication, June 13, 
2008). With her own personal experience and observations. Ting explains.
For many people, regardless of whether it s in serious dance or
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recreational dance, one prefers to get a teaching position in a high 
school or a college. Teaching in these kinds o f schools is
honourable and feels socially higher than teaching at a private 
studio or health club. Actually, teaching at a school does not 
command more money than teaching at the studios or clubs. It just 
sounds good. Therefore, even though making money is a big issue 
for most o f us, people seek a position, even if  it's for one hour per 
week, at the schools. Before I started teaching at the university 
level, I was not socially respected by most people that I met 
because the places I taught were studios and clubs. Now the 
situation is better than before. (Y. O. Ting, personal
communication, June 13, 2008)
In Ting's statement, the cultural value of dance can be determined by the 
operating environments. In that respect, the situation can be interpreted in 
relation to John Prow's (1995) argument that "the terms 'high' and 'low' 
represent a division that is operative within all cultural domains" (p. 25). In
this case, the cultural domain is the working environment for agents
specialised in serious dance and recreational dance. 'High' and 'low' do not 
refer to dance genre but where the genre is operated, i.e., where the genre is 
taught or learnt by dance agents. In other words, agents specialised in serious 
dance can be termed as being in a lower position if  their working 
environments are non-degree-granting settings. Conversely, agents specialised 
in recreational dance can be placed in a higher position as long as they work in
degree-granting institutions.
Ting also explains that there is a difference of economic capital obtained 
between working at non-degree-granting settings, higher in general, and 
degree-granting institutions, lower in most cases. According to Ting, many 
agents sacrifice some of the economic capital provided by the
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non-degree-granting settings in order to pursue additional social capital. 
Agents with any kind o f specialty tend to seek opportunities to work at 
degree-granting institutions hoping to become part o f the dominant group in 
society. Thus, she echoes Ouyang's statement that the social impression o f the 
agents' status is often determined by where they work. So the key to 
classifying an agent's status is determined by whether she or he works for a 
degree-granting institution.
In summary, the symbolic violence derived from having a diploma has
become an arbitrary power which overshadows the function o f capacity. This
is stated in Bourdieu and Passeron,
..., the diploma tends to prevent the relation between the diploma 
and occupational status from being related to the more uncertain 
relation between capacity and status; if this connection were made, 
it would raise the question of the relation between capacity and the 
diploma and so lead to a questioning of the reliability of the 
diploma, i.e. o f everything that is legitimated by recognition o f the 
reliability o f diplomas. (Bourdieu & Passeron, 1970/1990, p. 165)
In Bourdieu and Passeron's argument, the diploma is not always equal to 
capacity but often relates to the differences between agents, especially status. 
Therefore, those with degrees or diplomas are not necessarily better teachers 
or dancers than those without, but by holding diplomas they simply regulate 
the connection between education and employment. In actuality, practical 
studio training is necessary for producing high quality dance technique and 
performing skills since it is this that is sought after and nurtured rather than 
theoretical knowledge. This does not seem to be agreed to by the decision 
makers in the Ministry o f Education. This case study o f the reform process o f 
dance in higher education at TUT reveals that the diploma issue effectively
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blocked it from being related to the more uncertain relation between capacity 
and status' by determining the status o f the dance agents, the dance genres and 
the dance environments. The symbolic violence o f accreditation for 
recreational dance was clearly articulated by the respondents in their ranking 
of employment, qualifications and social status.
8.3 The reforms and the dance agents
The reforms relating to dance in higher education at TUT have caused 
different reactions in the dance teachers, the dance students and the decision 
makers. These attitudes towards the reforms also reflect other practices, 
values and perceptions o f dance that exist in the field of dance in higher 
education in Taiwan. Some of the agents' reactions imply that beliefs in the 
hierarchy o f dance and some attitudes and practices in dance education remain 
unchanged despite the reforms. However, during this reform process, other 
agents have changed their habitual teaching practices and perceptions, thus 
slowly modifying the habitus and adding new concepts and values.
8.3.1 B eliefs in a h ierarchy o f the dance genre
I have argued that a belief in a hierarchy of dance genres is implied by 
some agents in their interpretation of recreational dance as simple, easy or 
insignificant. As C. Y. Chang, a third year student in the Department o f 
Recreational Dance, explains her initial motivation for coming to study at 
TUT was that she viewed recreational dance as a way for students lacking 
confidence in their dance skills to continue their studies at the university 
level. She states.
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The chairperson o f this department came to my school and talked 
with us when I was in the last year o f high school. He talked about 
the difference between this new Department of Recreational Dance 
and other dance departments and the many different classes that he 
planned to offer. It was tempting to many o f us who loved to dance 
but were not confident about competing in the university entrance 
exam. (C. Y. Chang, personal communication, March 14, 2008)
The entrance exam that Chang refers to is the audition for securing a place at 
one o f  the six universities offering dance degrees in Taiwan. These auditions 
usually test students' technical skills in ballet, contemporary dance and 
Chinese traditional dance, some o f which may also test rhythmic ability or 
dance improvisation. Her statement underscores that students who felt less 
confident in auditioning to major in serious dance at any o f the other five 
universities instead came to study recreational dance. It also implies that 
students thought recreational dance was easier to manage than serious dance, 
thus reinforcing the hierarchical insignificance of recreational dance in some 
agents' perceptions.
C. Y. Huang, a second year student in the Department o f Recreational
Dance, was encouraged by her high school teachers to study recreational
dance for a similar reason. She states,
My score on the university entrance exam was not satisfactory, so 
some o f my teachers in high school told my class that this 
department was offering recreational dance courses. They 
suggested that we (those who performed poorly in the auditions) 
enrol here to further our education in dance. They thought that if  
we chose to study recreational dance as our major, then we 
wouldn't have to compete in the future job market as hard as those 
who study in regular dance departments. I took their suggestion 
seriously and enroled in this department. (C. Y. Huang, personal
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communication, March 12, 2008)
Similar to Chang, Huang's motivation for studying recreational dance was to 
substitute this genre o f  recreational dance for that o f serious dance when the 
latter would not have been available. Her high school teachers encouraged 
students to study recreational dance only when their audition scores were not 
satisfactory. These suggestions imply that recreational dance would be easier 
to manage than serious dance in academia and in the job market. The notion o f 
the easy option for dance students is related to the social status o f dance. Their 
beliefs in a hierarchy o f dance genres is a result of the effects of symbolic 
power that frame recreational dance as a simple technique providing easy 
opportunities and achievement. Their choice of majoring in recreational dance 
indicates that they might expect to get a diploma that would secure positions 
in the dance field without having to improve or prove their technical dance 
capacities.
In reaction to the opinions o f students like those just mentioned, K. F.
Tehn, a part-time lecturer who is a former dancer o f Cloud Gate Dance
Theatre, disagrees with the original name change to The Department o f
Recreational Dance. He states.
The word 'recreational' makes the students think that the classes 
demand no hard work. It would probably make some people 
believe that it's easy to get a degree in dance by studying at the 
Department o f Recreational Dance. One example o f this would be 
students' perceptions o f the Contemporary Dance course, which is 
required for all first and second year students, regardless o f the 
dance genre they are majoring in. Many recreational dance majors 
don't take the course seriously, viewing the content as recreation 
instead o f serious business. Perhaps the title of Department o f 
Recreational Dance makes them feel that every class should be
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recreational. (K. F. Tehn, personal communication, March 12, 
2008)
Tehn s reaction indicates that beliefs in recreational dance as less serious may 
have established a relaxed attitudes in the students making the habitus of 
recreational dance circulate as a normal, socially articulated or accepted 
belief. In this way, the initial attitudes of recreational dance students may have 
reinforced the teacher's reaction against recreational dance in general.
The above voices indicate that a hierarchy in dance is still found in many
agents' minds and explains why the former Dean of Student Affairs and
founding chairperson o f the Dance Department, S. H. Whang, regards the
original name change as a mistake. She asserts.
When the department was called the Department of Recreational 
Dance, most o f the people thought that we offered mainly 
recreational dance courses, so it became less competitive when 
compared with other higher education institutions...it was difficult 
to make it a strong department under the purpose o f 'recreational'. 
(S. H. Whang, personal communication, March 13, 2008)
Whang believes that the title, 'Recreational Dance' narrowed the developing 
space for the department and now insists that recreational dance classes should 
be included as part o f the Department of Dance along with many different 
kinds o f classes (S. H. Whang, personal communication, March 13, 2008). 
Whang's opinion suggests that the reforms could not succeed due to the 
hierarchical situation o f dance in the field o f dance in higher education and in 
Taiwanese society. Under current circumstances, the plan for a serious study 
o f recreational dance seems problematic unless the MOE changes its 
evaluation standards; allowing those who do not hold proper diplomas, but 
have the capacity o f teaching recreational dance, to work full-time in higher
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educational settings. Before this becomes a reality, Whang suggests a middle 
path which does not challenge normative values yet opens an opportunity for 
the socially dominated dance agents to collect the necessary capital for 
securing their positions. This conciliatory suggestion is, I would suggest, a 
submissive way o f  making changes while admitting to beliefs in a hierarchy o f 
dance genres. It allows the symbolic power to continue to be exercised until a 
sufficient number o f agents specialising in recreational dance are granted 
proper diplomas, then a curriculum for serious study of recreational dance 
may be established.
8.3.2 U nchanged  attitudes and practices in dance education
Although the curricular reforms in the dance department at TUT strove 
to promote recreational dance and create a different dance environment 
compared to other dance departments, some agents' attitudes and practices 
have changed little, especially in their use of teaching materials and 
curriculum design. These unchanged attitudes and practices can be drawn from 
the following voices.
Tehn insists on teaching the same content for both the Recreational
Contemporary Dance Curriculum Design course and the Contemporary Dance
course. He explains,
I still teach the same content that I always have. I teach the 
Recreational Contemporary Dance Curriculum Design class the 
same way that I teach the Contemporary Dance Curriculum Design 
class. I teach Contemporary Dance no matter what the course title 
has been changed to. That is, I haven t redesigned a curriculum for 
Recreational Contemporary Dance class. In the future, if  any o f the 
students is interested in teaching Recreational Contemporary
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Dance, they will have to design their own curriculum. (K. F. Tehn, 
personal communication, March 12, 2008)
Tehn's explanation posits that his attitude to the content o f his teaching is not 
subject to change, because of his belief that contemporary dance is not 
recreational, despite curricular reforms in the department. In other words, it is 
habitual. This attitude in teaching contemporary dance may imply a resistance 
to the idea o f change. It can also be inferred that he disagrees that the 
curricular reforms in the department at TUT from Dance to Recreational 
Dance would be beneficial either for the development of dance in Taiwan or 
the dance programme at TUT (K. F. Tehn, personal communication, March 12, 
2008). Moreover, Tehn's resistance to dominant values in this department 
indicates that the attitude and practice in his habitus endures strongly. To him, 
contemporary dance is a serious business and thus he does not agree that it can 
be recreational. This shows that the teaching staff did not reach a consensus 
before the reform took place. He may not be the only one o f the staff that 
refused to change. However, due to the fact that the Department of 
Recreational Dance ceased to exist while it was still in its experimental stage, 
Tehn's refusal to change did not produce a sensible effect on the students' 
attitudes and behaviours and/or those of other staff.
Another factor that made change difficult was the class offerings 
available. Despite the first name change o f the department to the Department 
of Recreational Dance, few o f the available courses changed, meaning the 
curriculum for students who preferred this major differed little from the 
curriculum for serious dance students. H. H. Lo, a student majoring in 
recreational dance, expresses her disappointment with the ballet class that she 
took. She states,
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I thought this department would offer many unique classes. In fact, 
not only are there few differences from my friends' dance classes 
in other institutions, but also there is not much difference between 
the four-year programme and the seven-year programme at this 
university. For example, in the first year, many of my classes were 
similar to the first-year students' courses in the seven-year 
programme. In the ballet class, I found out we were all learning the 
Dance o f the Four Little Swans from the Swan Lake. (H. H. Lo, 
personal communication, March 18, 2008)
Lo's statement reveals that the curriculum and the material designed for the 
Department o f Recreational Dance is habitually similar to that designed for 
the Department o f Dance. The Dance of the Four Little Swans from the Swan 
Lake might be set as one of the primary lessons for the freshmen in the 
Department o f Dance but it is also taught to the freshmen o f the Department of 
Recreational Dance.
Both examples above, the teaching practices and the curriculum 
offerings, reflect the 'durable nature o f habitus' (Bourdieu & Wacquant, 1992, 
pp. 103-133). That is, the agents' dispositions, choices, tastes, attitudes and 
practices are built through time and experience and therefore their habitus 
lasts over time. In this case study, the unchanged attitudes and practices o f the 
ballet class and Tehn's habitus may not be a single case but can be found in 
some other s taffs habitus as well. These agents' unchanged habitus can be 
viewed therefore as an obstacle for the wider acceptance of the reforms.
8.3.3 The change o f habitual practices in dance
Despite many unchanged beliefs and attitudes, other agents did react to 
the reforms by changing their habitual practices in dance and finding new 
directions in their fields. Some incorporated other specialised areas into their
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practices and others applied old materials to their teaching but changed 
habitual practices to come up with new ideas. Examples can be found in Ting’s 
Aerobic Dance, Lin's Recreational Ballet Curriculum Design and Hsu's 
Creative Movements.
As an instructor o f aerobics. Ting welcomes the recent curricular
changes and believes that they will be beneficial for the development o f dance
in Taiwan as well as for the department and its students (Y. O. Ting, personal
communication, June 13, 2008). In her Aerobic Dance course. Ting has
worked to change habitual practice in teaching aerobics as she explains below.
Instead o f teaching aerobics as a mechanical exercise, I have 
incorporated dance movements such as bounce, relevé, swing and 
battement into the exercises that I teach. From my training o f 
serious dance in this department, I am able to teach aerobics as if  I 
am teaching a dance class. Therefore, in my class, I am not only 
looking at how much they sweat and how fast their hearts beat per 
minute, but also at their postures and alignments. (Y. O. Ting, 
personal communication, June 13, 2008)
By changing her habitual practices, she has distinguished herself from most 
other specialised recreational dance agents. Her case manifests that recreational 
dance needs to undergo a certain transformation in order to be successfully 
implemented as a major subject at the higher education level.
Reforming one's teaching practices is not an easy task, but unlike the 
example o f Tehn above, I. L. Lin was willing to make changes to the way she 
taught her ballet classes. She states,
I have been teaching ballet for more than twenty years. I used to 
treat my students as future professional dancers or ballet 
instructors. Therefore, I was quite uncomfortable and a bit scared 
when I heard that I was going to teach Recreational Ballet
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Curriculum Design. I had no idea what I could do for this class. 
After a few months of teaching this class, I am glad that it's 
working just fine. Now it's not a problem for me and I am happy 
with this challenge. (I. L. Lin, personal communication, March 14, 
2008)
This pressure brought on by the curriculum reform was shared by many other
teachers in the department. Lin's pressure was released after she was willing to
accept the challenge and change her habitual practices to conquer the
challenge. Lin continues to talk about how she has reacted to the reform
process and explains,
I changed my teaching attitude and expectations o f the students' 
performance technique for the class of Recreational Ballet 
Curriculum Design. I emphasised 'simple and popular' as the focus 
for this class. Therefore, I am not as serious and strict as for the 
other students and I don't expect to see terrific ballet technique to 
be performed by these students. I just want them to enjoy the
class I use popular music, such as cha-cha-cha, jitterbug or
tango instead o f classical music as an accompaniment for the class, 
and although this class is taught in a ballet studio, I want the 
students to prepare their curricula to suit any kind o f space. When 
they are hired to teach recreational ballet in the future, they might 
not be provided with proper studio space. Therefore, they should 
be able to teach classes at an outdoor, open space, such as a square, 
or in an empty room without mirrors or barre, or other kinds of 
facilities. Overall, what I am trying to do is to bring ballet class to 
ordinary people. (I. L. Lin, personal communication, March 14, 
2008)
Lin's statement shows that she has reacted to the reforms by adjusting her 
teaching philosophy in ballet. The adjustment is shown in her teaching attitude, 
expectations o f  the students, accompaniment and potential studio space. Her
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changing o f habitual practices will make ballet available to the general public 
instead o f  a small group o f professionals.
Another example is found in the class of Creative Movements. W. Y. 
Hsu, a part-time lecturer who has been teaching Laban Movement Analysis 
and Laban Dance Notation for the Department o f Dance at TUT since 2003 
and 2005, respectively, was asked to teach Creative Movements for the third 
year students o f the Department of Recreational Dance. She made an effort to 
change her habitual practice o f relying only on familiar materials used in her 
serious dance classes to meet the needs o f the recreational dance majors. She 
states.
It has taken a lot of trial and error to come up with something 
suitable. For my class, the elements of Laban Movement Analysis 
have been the most suitable materials so far but I may come up 
with a new strategy next year. (W. Y. Hsu, personal 
communication. May 09, 2008)
Hsu's experience in reacting to curricular reform gave her a chance to apply 
old materials in a new way. Instead of only teaching the Laban Movement 
Analysis to serious dance majors, she also applies the theory in recreational 
dance, something that has never occurred before. Her experience echoes Lin's 
in that the reform process presents a challenge that induces new teaching 
practices. It may sound odd to some Laban scholars but Laban's methods, 
which were never designed for any exclusive notion of dance, have been 
viewed as one o f the courses for serious dance majors in Taiwan s higher 
education system. This shows that the symbolic values of Laban Movement 
Analysis have been distorted in the habitus of this field. Hsu s experience may 
be seen as giving justice to Laban Movement Analysis, which was designed
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for educational purposes in all kinds of dance and movement.
By viewing these agents' experiences, we can see that the agents' change
of habitual practices produces a change in their individual habitus. These
examples help to explain that a habitus operates as,
...an open system o f dispositions that is constantly subjected to 
experience, and therefore constantly affected by them in a way that 
either reinforces or modifies its structures. It is durable but not 
eternal. (Bourdieu & Wacquant, 1992, p. 133)
The agents' experience o f curriculum reform has enabled them to adjust 
habitual practices and dispositions therefore, the reform process has led to real 
change. That is to say, the individual and collective habitus is changeable 
through experience and therefore, although the habitus can last over time, it is 
adjustable. This process may, in turn, lead to a change o f tastes and 
preferences in the field o f dance in Taiwan, so that recreational dance may 
gain a position equal to serious dance. Moreover, the changes in the agents 
indicate that the field o f dance can be transformed from exclusive to inclusive. 
Taking Lin's experience as an example, her change is a gesture towards 
democratising dance by making ballet available for ordinary people as well as 
professional dancers. These changes may lead to the perception that, as Randy 
Martin (1998) asserts, "dance studies could serve to articulate the condition of 
the bodily in a manner that would dramatically enlarge the stakes and interest in 
what is frequently associated with dance" (p. 199).
8.3.4 The changing perceptions o f recreational dance
So far I have discussed how TUT's dance department has adapted or 
failed to adapt to changes brought about by the curricular reforms. I will
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discuss how perceptions o f recreational dance have changed in reaction to the 
reforms, as many agents have shown their support for the Department of 
Recreational Dance. These agents, most o f whom specialise in serious dance, 
now perceive recreational dance as a serious business.
As a promoter o f the reforms, Cheng, the chairperson o f the Department, 
who is specialised in ballet, states,
I believe the curricular reform process will be beneficial not only 
for this university but also for the development o f dance in Taiwan. 
For this department, the reforms will enable us to stand out for our 
uniqueness and recruit excellent dancers who are interested in 
recreational dance....For the development of dance in Taiwan, the 
reforms will lead to a situation where dance programmes within 
Taiwan's higher education system will develop in different 
directions, unlike the current situation where all o f the dance 
departments are operating under a similar curriculum. (D. H. 
Cheng, personal communication, April 25, 2008)
Although his vision has been discouraged and the department title has changed
back to the Department of Dance, he insists that the reform process has been
influential for promoting the values o f recreational dance. Cheng's opinion is
supported by many students and agents who have specialised in recreational
dance and the leisure business. One such voice is a second year student o f the
Department o f Recreational Dance, W. Y. Cheng, who states.
If  I were to open a dance studio, I don't think I would be able to 
run it successfully just by offering classes such as ballet, 
contemporary and/or Chinese traditional dance. Recreational dance 
classes such as tap dance, aerobic dance and ballroom dance would 
certainly add more variety to the classes that the studio can offer. 
(W. Y. Cheng, personal communication, March 12, 2008).
W. Y. Cheng is confident that what she has learnt from the Department
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of Recreational Dance will help her in the future. Another example, Ting 
agrees that the reforms will be beneficial for the development of recreational 
dance and asserts,
I agree that having a Department o f Recreational Dance will be 
beneficial for the development of dance in Taiwan. It will be a 
place for someone who is interested in majoring in recreational 
dance to study for a diploma. As more of the recreational dance 
majors hold diplomas from higher education, they will receive 
more respect from the serious dance majors. They will no longer 
feel dominated in the field o f dance nor in society. (Y. O. Ting, 
personal communication, June 13, 2008)
From Ting's statement above, the value assigned to recreational dance would
be greater if  more recreational dance agents held diplomas in dance.
Therefore, she strongly supports the implementation of recreational dance as
an independent subject in higher education. Given Ting's position as an agent
in the recreational business, one expects her to show her support for the
Department o f Recreational Dance, however, her perspective is also supported
by agents specialised in serious dance.
As a ballet specialist and a serious dance agent, Lin has a positive
opinion about the curricular reform.
The change from the Department o f Dance to the Department of 
Recreational Dance made dance sound closer to our everyday lives.
It doesn't sound so "serious" any more, particularly in higher 
education, but I see that as a positive. I ve always hoped that 
everyone can enjoy dance in their everyday lives. (I. L. Lin, 
personal communication, March 14, 2008)
Lin's opinion suggests that dance, whether it is ballet or other genres, should
not be limited to a small group of professionals and audiences but can be
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enjoyed by the general public. To reach that goal, a dance department that
fosters recreational dance majors has to be established. Another serious dance
agent, Hsu, who specialises in contemporary dance technique and Laban
theories, agrees that having a Department o f Recreational Dance would be
beneficial for the field o f dance, especially for students going into the
recreational job  market,
I think the reforms could be beneficial for a certain group o f 
people in Taiwan's dance field, as long as the reform is 
well-planned. Then the students will benefit and find a position for 
themselves in the recreational business job market. (W. Y. Hsu, 
personal communication, May 09, 2008)
As long as the programme is well-planned, Hsu gives her support to having a 
Department o f  Recreational Dance. Her voice speaks for the department and 
the recreational dance specialised students but also implies possible flaws in 
the reform process. That is, without a well-planned design, the reforms would 
not be beneficial for the department nor for the faculty and the students.
In these supportive voices, implementing recreational dance in higher 
education has become an accepted idea. Though the reform process may not be 
flawless, it has contributed to promoting the value of recreational dance in 
higher education. As a result o f experience, the agents have changed their 
habitus as well as the collective habitus of dance in higher education in 
Taiwan.
Conclusion
This case study has attempted to analyse typical phenomena in the field 
of dance in higher education in Taiwan by using the educational reforms of
218
dance at TUT as an example. Two major areas have been the focus of analysis 
in the study.
First, the coercive and symbolic violence that significantly affected the 
field o f dance in higher education was highlighted by examining a two-year 
curricular reform process. The research identified coercive violence which 
was driven by the concerns o f economic capital, identified as university 
revenue, and a symbolic violence derived from cultural capital, associated 
with holding a diploma. Both forms of violence, often misrecognised and 
believed to be normal, usually work together to activate the greatest effects. In 
this case, the department o f  dance at TUT was found to have been forced to 
make changes in order to recruit students and meet evaluation standards.
Second, by viewing the dance agents' reactions to the reforms, the 
changing habitus o f the field was analysed in detail. Discussions on the agents' 
beliefs, attitudes, practices and perceptions were part o f this analysis. The 
research identified obstacles to the reform process, namely in entrenched 
teaching practices and inadequate curricular design. Conversely, the 
acceptance o f some agents to change their practices and perceptions o f 
recreational dance prove that the habitus can change through experience.
This case study concludes that the diploma as a ranking system has 
created symbolic violence, which in turn has caused resistance to curricular 
reforms in the dance department at TUT. This symbolic violence is pervasive 
but unnoticed, yet it should be identified, because only when the issue is 
recognised can efforts be made to adjust the situation. With a change o f 
accreditation, we may expect to see further change in the habitus, e.g., 
capacities will be valued as much as diplomas.
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Moreover, the curriculum change at TUT was as an attempt to challenge 
a paradigm that has become the norm in dance education. In other words, the 
normative value o f  the habitus which placed emphasis on serious dance 
technique especially ballet, modern dance and Chinese traditional dance was 
disturbed although the reform process lasted only two years. Evidence 
provided in the discussion proves that many adjustments have occurred within 
this two-year experimental process. These changes may solve problems that 
caused the first attempt at reform to fail. They might also transform dance in 
higher education in Taiwan to become less fixed or narrow and to embrace a 
greater diversity of dance styles in the curricula.
Notes
 ^ Although the department offered a weekend programme from 2002-2005 for 
members of either gender who graduated with an Associate's degree to continue 
their education for a Bachelor's degree, it did not attract any male students. One 
possible reason was that, on top of the reason that male dancers are few in Taiwan, 
the institution was under the title of Tainan Woman's College of Arts and 
Technology during those years and the title did not change to Tainan University of 
Technology until the 2006-2007 academic year. On the official website a statement 
is posted that says that the purposes of the establishment of the college are "to 
glorify our traditional Chinese morality, to raise the quality of women's education, 
to promote employment skills, and to improve family life and build a healthy 
society". With a statement like that, male students might have felt awkward 
studying at a "woman's college" (TUT, 2005). With the change of the university 
title and the co-education system of the whole institution, the department of dance 
has recruited male students to enrol fi"om the academic year of 2008-2009 
onwards.
 ^ The rates are in per thousand of the estimated midyear population. Data included 
Taiwan-Fukien area. Information can be found on the website of National 
Statistics, Taiwan at
http://www.stat.gov.tw/Dublic/data/dgbas03/bs2/vearbook eng/y009.p^.
 ^ A map of the locations of the six institutions with dance departments can be found 
in Appendix 6.
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The Department of Dance at TUT has a total of 30 teaching staff for the academic 
year of 2006-2007, including 9 full-timers and 21 part-timers. According to the 
regulation of the MOE, 1/8 of the total teaching staff is allowed for hiring 
specialists without proper diplomas for each department. Therefore, the maximum 
number allowed of specialists without proper diplomas was four for the dance 
department at TUT which would not be sufficient to compose a strong department 
of recreational dance.
 ^ The use o f the term 'serious dance' was explained in note 11, Chapter 7.
6
7
The use of the term 'recreational dance' to refer to popular dance in Taiwan was 
derived from the new title of the department named by Cheng.
A combined term developed by Michel Foucault (1980). He asserts that "the 
exercise of power itself creates and causes to emerge new objects of knowledge 
and accumulates new bodies of information...The exercise of power perpetually 
creates knowledge and, conversely, knowledge constantly induces effects of 
power.. .Knowledge and power are integrated with one another, ...It is not 
possible for power to be exercised without knowledge, it is impossible for 
knowledge not to engender power" (Foucault, 1980, pp. 51-52). In this study, the 
term, power-knowledge, is defined as the power that comes from knowledge and 
manipulates knowledge to an extent that knowledge can be reproduced.
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Chapter 9 
Conclusion
Introduction
This thesis has examined the political ideologies, colonising cultures, 
and aesthetic o f social values that have propelled dance in Taiwan to operate 
as an institutional disciplinary power in higher education. It concludes that 
symbolic violence, hidden, invisible, not spoken about and exercising controls 
on dance agents, such as dance students and dance teachers, has been the main 
factor leading to changes in dance in Taiwan's higher education since its 
establishment more than fifty years ago. These changes, resulting from 
interactions between institutions and individuals, mainly refer to shifts in 
power relations and adjustments that took place in the collective and 
individual habitus. In this concluding chapter, I am going to review the 
analyses and bring my arguments to a close.
Two concluding points will be presented in the first two sections. I will, 
in the first section, identify how symbolic violence propelled changes in dance 
as an institutional discipline. The discussions will focus on the shifting o f the 
clusters o f power relations in the dance field in the past and at present. Then, 
in the second section, I will explain my argument that when dance became a 
discipline in higher education it also became a source of symbolic violence 
which acted as an institutional power that exercised control on dance students 
and dance teachers. The discussions will bring to light how pedagogical 
reproduction and separation amongst dance agents in Taiwan s dance field in 
the contemporary era were created. By presenting these two concluding points,
222
I will position the potential impact and significance of this research within the 
context o f  Taiwanese higher education and assess its overall contribution to 
the field o f  dance studies. Finally, in the third section, I propose that amid 
various thoughts o f future challenges for dance in higher education in Taiwan, 
a more diversified dance pedagogy in the curriculum is a goal for its future 
development.
9.1 Symbolic violence on dance as an institutional discipline
I have argued that the changes in dance in Taiwan's higher education 
system were propelled by the effects of symbolic violence. Such violence is 
derived from various aspects o f power-pressure in different historical periods 
that paralleled the development o f dance in higher education. By revealing the 
violence and its sources in dance, this study reveals how power and dance 
agents were grouped in different clusters which changed relations according to 
the shifting values given to symbolic violence in different periods. This 
disclosure is significant for understanding important elements that constitute 
dance in higher education in Taiwan. It also serves as a mirror for reflecting 
on the field o f dance studies and demonstrates that social, political, cultural, 
and economic differences amongst dance agents at the societal level produce 
conflict and often result in change. Detail of the findings in each study period 
and their significance will be explained as follows.
During the Japanese colonial rule prior to the establishment o f dance in 
higher education, symbolic violence, deriving mainly from aesthetic o f social 
values and colonising cultures, separated dance performers statuses and social 
ranks between the rich and the poor and between the educated and the
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uneducated. Performers who were able to receive training in western dance 
forms, e.g., ballet, were ranked socially higher, whilst the dancers of 
Taiwanese ethnic dances were considered lower in social status. Detailed 
explanation o f this situation is provided in Chapter 4 . During this colonial 
period, a foundation o f higher education in its institutional history and the 
clusters o f power relations in the dance field were divided by western dance 
performers and Taiwanese ethnic dance performers. This division planted the 
seeds for cultural colonisation in dance pedagogy in higher education which 
will be discussed in later paragraphs.
These findings from Part I of this thesis, based on a Bourdieuian 
approach o f historical study have been situated within social and cultural 
analyses, and demonstrate that an understanding of the development and limits 
in dance in the current situation are greatly enhanced by tracing its historical 
background. Also, this historical study shows that by contrasting past events 
to contemporary events, the research can formulate new questions, marshall 
sources and interpret changes in the dance field over time. Moreover, the 
findings serve as references for locating the background o f current trends and 
issues and disclosing problems from a wider temporal dimension when aiming 
to interpret changes in dance development in Taiwan, for example, my 
argument that the social status o f dance was raised during Japanese 
westernisation. Overall, this thesis contributes to the field o f dance studies by 
creating a research style that "seeks to understand the past as part of the
present" (Bal, 1999, p. 1)
Next, during the martial law period, symbolic violence evolved from the 
dominant values o f political ideology, such as patriotism and aesthetic and
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cultural preferences towards Chinese identity. Such ideology and preferences 
were also the motivation for the formation of dance as a discipline in higher 
education. Although dance was offered as a course at the National Taiwan 
Normal University in 1952, the impetus for it to be established as an 
independent department in higher education was a Chinese classical court 
dance performed on the Double Ten National Day (the tenth o f October) in 
1963, as I have explained in Chapter 5. This example brings to light the 
institutional power o f dance in higher education being used as a tool to serve 
dominant values, particularly for a political purpose.
The symbolic violence that evolved from these dominant values 
imposed pressure on dance students in higher education and moulded many o f 
their individual personalities into a uniform habitus. In my first case study, on 
the Chinese Youth Goodwill Mission (CYGM), dance students were coerced to 
behave as obedient followers and patriotic citizens in order to collect cultural 
capital, economic capital and social capital. Interviewees who expressed a 
denial o f political influence in the mission were interpreted as having 
internalised the political correctness in their habituses. As they internalised 
the ideology, they inherited its power. Thus the clusters o f power relations in 
the field differed from the previous period, i.e., obedient and patriotic dancers 
became holders o f power, privilege and important positions.
The analyses in the discourse o f Part II show how politics and 
ideologies came to play important roles that forcefully, overtly and covertly, 
affected the interaction and interrelation between the objective structure (the 
dance field) and the subjective individuals (the dancers) in Taiwan. Many o f 
the focused areas in this research had not been explicitly articulated in Taiwan
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previously and thus the potential impact of these findings on Taiwan's dance 
field can be strong. For example, some dance agents who deny political 
interference in the CYGM may defend their positions by opposing the 
arguments that are presented in this research whilst others may find these 
arguments logical and identifiable. As a consequence, zealous discussions in 
Taiwan about the effects o f symbolic violence on dance can be expected. 
Moreover, these arguments that represent one aspect of research on dance 
development in Taiwan can be applied to other countries. In that light, this 
study can serve as a reference for comparison and contrast for research topics 
on dance and dominant values or ideologies, e.g., dance and nationalism.
During the post-martial law period, political influence, colonising 
cultures and the aesthetic o f social values continue to have their effects on 
dance in higher education, although in different ways. Symbolic violence 
derived from educational credentialing has been found to have the strongest 
influence and has propelled habitus change in many dance agents. In my 
second case study, on the dance education reform at TUT, the control of 
power-knowledge in dance in higher education, e.g., degrees in dance, has 
shown effects in distinguishing the status of the dancers, the level of the dance 
genre and the ranking of the educational settings. These findings illustrate my 
argument that social and symbolic distinction can be possessed or transmitted 
through higher education in Taiwan's dance field.
A suggestion from these findings is that the pattern o f distinction 
transmitted through education may also be found in other societies or another 
field, in similar or different ways. Therefore, this thesis can serve to stimulate 
similar research on related topics, in dance or in other fields. Otherwise, the
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reproduction o f social and cultural classes, particularly the dominant group, 
through the ideological transmission of power and privileges exists and is seen 
as a normal mechanism for improving a social status in Taiwan's dance field. 
Through my examination of such mechanisms, this study shows that the 
existing hierarchical relations of power and control favour the dance agents 
with higher degrees. The clusters o f power relations thus re-formed and many 
o f the dance agents who were the victims of symbolic violence in the CYGM 
became the holders o f power who now impose pressure on other dance agents, 
for example, dance students in higher education. This leads in to the next point, 
that when dance became an institutional power, it also became the source of 
symbolic violence which has created effects in pedagogical reproduction, the 
arbitrary control o f holders o f power and separation amongst dance agents.
9.2 Symbolic violence from dance as an institutional power
The pedagogical reproduction o f dance in higher education mainly 
refers to the reinforcement of the major required courses including ballet, 
modern dance and Chinese traditional and ethnic dances. It is, on one hand, a 
continuation o f cultural colonisation; and, on the other hand, a medium 
through which symbolic violence imposes pressure on dance students in 
higher education. The first model of curriculum that favoured these courses 
was created during the emergence of dance as an institutional discipline in 
the mid-twentieth century, at a time when politically-oriented Sino-isation 
was forcibly imposed on the local culture and the movement of 
w esternisation and modernisation was pervasive. This model has been copied 
by other dance curricula established in later years. Pedagogical reproduction
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is thus a process o f reinforcing cultural colonisation in the collective and 
individual habitus.
The foreign cultural influences from China, Japan, the United States and 
Europe, interpreted as a form o f cultural colonisation in dance in higher 
education, had influenced the habitus to form a disposition towards Chinese 
and western dance forms. This can be understood by reviewing the curricula o f 
six institutions o f  higher education in Taiwan with dance departments, 
including the two years o f the Department of Recreational Dance at TUT (see 
Appendices 7-1 ~ 13-4). In these curricula, most courses relate to Chinese 
traditional and ethnic dances and western dance forms such as ballet, modern 
dance or jazz dance, but local cultural dance forms, such as aboriginal dances, 
are hardly ever found.
Under such circumstances, violence that was derived to control the 
curricula design has not been recognised by most dance agents. Thus, 
curricula comprised mostly o f Chinese and western dance forms were viewed 
as normal practice in the field. Although the habitus has changed through 
time, the capacity to engender products borne from foreign cultures in dance 
agents' thoughts, perceptions, expressions and actions continues to exist 
(Bourdieu, 1972/1977, p. 95). Even though Taiwanese identity has been 
emphasised in some dance agents' dance works and a few dance departments 
offer courses on Taiwanese ethnic dances, these courses remain marginal in 
the curricula (see Appendices 8, 11 & 12).
In addition, whilst such pedagogical reproduction is an outcome 
produced by dance experts who have specialised in one of these dance forms, 
the power o f decision-making is bestowed on the non-experts of dance who
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are bestowed the power o f institutional decision-making. Their collective 
powers maintain the dominant values associated with these areas o f the 
curricula and represent major obstacles for pedagogical renewal in dance in 
higher education. This will be discussed as follows.
Symbolic violence derived from dance as an institutional power has also 
shown effects in the arbitrary control of the holders of power, including 
experts and non-experts o f dance. Arbitrary control o f power-knowledge 
exercised by dance experts specialising in the required dance courses, 
especially those hired as full-time faculty, takes place in the students' choice 
of preferences and practices. These experts have exercised arbitrary control in 
reproducing pedagogy for dance majors in higher education to secure their 
positions in the field, as explained in Chapter 8 . In other words, students are 
offered curricula that are composed mostly of foreign culture-influenced 
dance forms. In order to maintain eligibility as dance majors, their freedom to 
specialise in local cultural dance forms is as limited as majoring in 
recreational dances.
Besides dance experts, the holders of power in dance in higher 
education can also be found in a few academic leaders, e.g., politicians in the 
CYGM, boards o f authority and university supervisors and decision makers in 
the MOE, who are not experts in dance but yet affect decision-making in the 
academia, e.g., setting qualifications for dance faculty in higher education or 
making decisions based on economic concerns. Bourdieu argues that the 
success o f a university career depends on the choice of a powerful head who 
is not necessarily the most technically competent (Bourdieu, 1984/1988, 
p.93). This is true in the Taiwanese context, where many of the decision
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makers are not experts in the dance field. The choice that they make may not 
be a real choice for dance agents to explore their talent in dance, but instead 
one that "expresses that sort o f sense of inextricably intellectual and social 
investment which leads the best qualified supplicants towards the most 
distinguished partners and towards the most prestigious position, to which 
they can grant access" (Bourdieu, 1984/1988, pp. 93-94).
Thus, many dance students struggle to balance the interplay between 
choices, decision-making and career progression. They struggle to make 
choices to follow the trend o f dominant values at the expense of their own 
artistic interests, in order to maintain contact with the mainstream professional 
circle. Although the field does not determine what the agents do, many of 
them choose to take the path that will bring them closer to prestigious 
positions, thus the same struggle is repeated in a cyclical pattern. Such 
coercion, that is, decisions made by the non-experts o f dance, exists in the 
field and does not release its impact on dance agents for some time.
Symbolic violence from dance as an institutional power also shows its 
effect in the separation between dance students, dance teachers and performers. 
My argument is that separation as a form of symbolic violence is repetitious, 
reproducible and almost always existent between dance agents. In other words, 
separation between dance agents that took place in the earlier years, e.g., 
during the Japanese colonial rule, was repeated in the later periods although 
reproduced in different ways. Examples provided by this thesis are seen during 
the martial law period and in the post-martial law period, taking place in the 
issuing o f dance competition rewards, CYGM honour and degrees in dance in 
higher education, which are explained in Chapters 5, 6, 7 and 8 .
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Particularly, the separation amongst dance agents based on the degrees 
o f dance in higher education has created inequality in social ranking and job 
opportunities. I have demonstrated that the status of dance agents who hold 
diplomas in higher education are ranked higher than others who do not obtain 
official educational credentials recognised by the MOE. Some o f the 
interviewees specialised in recreational dance have sensed higher respect from 
people surrounding them after they received diplomas in dance and so the 
world in which they operate now is different from that before, i.e., moving 
towards the higher status circle.
I have also questioned the relation between capacity and diplomas and 
argued that as the society becomes obsessed with diplomas, or succumbs to the 
"diploma disease" (Dore, 1976),' the agents' dance skills are often overlooked. 
This argument was proposed in the discussions of qualification in teaching 
dance in higher education in Chapter 8 . Many agents specialising in recreational 
dance without proper diplomas in higher education were denied teaching 
opportunities in higher education regardless of their dance skills. They are thus 
separated from the ones who hold higher degrees in dance. Propelled by this 
form o f symbolic violence, few recreational dance agents chose to get a higher 
degree in order to become eligible for teaching in higher education. Meanwhile, 
many others chose to find teaching opportunities in other educational settings, 
e.g., private studios, community centres and/or health clubs.
Through the findings relating to this last point, this study contributes four 
significant aspects. First, through applying the logic of constructing 
constellations, it shows that pressures on dance agents from dance as an 
institutional power have never ceased to exist, although arrangements vary in
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different periods. In other words, the pressures on dance agents from dance as 
an institutional power can be reproduced and reorganised in various ways 
through shared experience in the field, expressed through dance agents' beliefs, 
values, practices, and dispositions, e.g., pedagogical reproduction. Second, this 
study contributes to show the development of dance as an institutional power 
through linear structures but including incidents with cyclical dimensions. The 
linear structure is presented according to the time line of historical development 
whilst the cyclical dimensions o f incidents are examples that show in repetitive 
patterns, e.g., separation between dance agents. Third, the use of primary data 
and my own design o f the analysis method for the two case studies manifest the 
importance o f first-hand materials for the illustration of symbolic violence and 
its effects on the dance agents. Finally, this study leads to a rethinking of the 
institutional power o f dance. The significance lies in recognition o f symbolic 
power and arbitrary control in dance in higher education, by using the 
Taiwanese context as an example. The core concept of these concluding points 
is reiterated as a suggestion for the future development of dance as a discipline 
in Taiwan in the following section.
9.3 Future challenges for dance in higher education
The examples listed in this chapter manifest that symbolic violence on 
and from dance as an institutional power are the main factors that change the 
habitus o f dance in higher education. Many o f the analyses reveal that 
symbolic violence can, and to some extent still does, effectively control dance 
as an institutional discipline, whether individually or collectively.
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simultaneously or separately, which brings opportunities as well as pressure 
on the dance agents.
However, despite violence and controls from different sources, some 
dance agents in higher education choose to take up challenges in making 
habitus change with their limited powers. One such step was taken by TUT 
and progress was shown in the changing of a few dance agents' practices and 
perceptions o f  dance, although the reform process has recently stopped. This 
step can be seen as ground-breaking and may encourage more dance agents to 
use the power bestowed on them for a more diversified dance pedagogy. It 
may lead dance in higher education in Taiwan to newer directions and a 
different habitus. Such modification would provide more choices and 
opportunities for dance students in higher education to locate their future 
social positions in the dance field, although symbolic violence would never 
cease to exercise pressure on them.
Notes
' A term developed by Ronald P. Dore, whose notion of diploma disease refers to 
the phenomenon of extreme reliance on training from formal educational settings, 
i.e., the degree-granting institutions such as universities, as evidence of 
qualification for particular professions.
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
A ppendix 3 
CYGM  to u r dates & sites, 1985 U SA -East
# D ate P erfo rm ance Site
1 11 September (W) Columbia Union College (Silver Spring, Maryland)
2 14 September (Sa) Richmond, Virginia
3 16 September (M) Old Dominion Univ. (Norfolk, Virginia)
4 18 September (W) Blacksburg, Virginia
5 20 September (F) University o f Maryland
6 22 September (Su) Yale University
7 23 September (M) Southeastern Mass. Univ. (N. Dartmouth, Mass.)
8 26 September (Th) Brackton High School
9 27 September (F) University o f Mass. (Amherst, Mass.)
10 29 September (Su) Worcester, Massachusetts.
11 3 October (Th) Dover High School (Durham, New Hampshire)
12 5 October (Sa) Cornell University (New York)
13 7 October (M) Queensburg High School (Glens Falls, New York)
14 9 October (W) Vassar College (Poukepsie, New York)
15 12 October (Sa) New Jersey Institute of Technology
16 15 October (T) Pennsylvania State University
17 17 October (Th) University o f Michigan
18 19 October (Sa) Northwestern University (Chicago, 111.)
19 21 October (M) Univ. of 111. At urbana Champaign
20 23 October (W) Central Missouri Univ.
21 25 October (F) Univ. o f Kansas at Lawrence
22 27 October (Su) Iowa State Univ. at Ames
23 29 October (T) Mankato State Univ.
24 30 October (W) Univ. of Wisconsin.
25 2 November (Sa) Univ. of N. Dakota
Source found on the CYGM website at www.cvgm.idv.tw (D. F. Lin, 2001)
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Appendix 6 
Map of dance in higher education in Taiwan
Taipei NationalChinese Culture University
University of the ArtsTaipei
Taipei Physical 
Education College
Taichung
Tainan
Tainan University 
of Technology
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Appendix 7-1
Syllabus of Tainan University of Technology: Seven-year programme
(R) = requirement
Curriculum 1st Year 2nd Year 3rd Year 4th Year 5th Year 6th Year
7th
Year
Dance
Techniques
Ballet 
Basics (R)
Modern 
Dance 
Basics (R)
Chinese 
Ethnic 
Dance 
Basics (R)
Chinese
Opera
Basic
Movements!
(R)
Ballet 
Basics (R)
Modem 
Dance Basics
(R)
Chinese 
Ethnic Dance 
Basics (R)
Chinese 
Opera Basic 
Movements
(R)
Ballet 
Basics (R)
Modem 
Dance 
Basics (R)
Chinese 
Ethnic 
Dance 
Basics (R)
World
Dance
Ballet (R)
Modem 
Dance (R)
Chinese 
Ethnic 
Dance (R)
Ballet (R)
Modern 
Dance (R)
Chinese 
Ethnic Dance
(R)
Ballet (R)
Modem 
Dance (R)
Chinese 
Ethnic 
Dance(R)
Ballet (R)
Modem
Dance
(R)
Chinese
Ethnic
Dance
(R)
Dance 
Theories & 
Research
Dance 
Injury : 
Prevention 
and Care
(R)
Anatomy 
for Dancers!
(R)
Dance 
Notation (R)
Movement 
Analysis (R)
Child
Development
(R)
Dance 
Therapy (R)
Dance
Technology
and
Application
Dance
Composition
Dance 
Improvisation
(R)
Dance 
Composition
(R)
Choreogrq)hy
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Dance
History
Chinese 
Dance 
History (R)
Western 
Dance 
History (R)
Chinese 
Ethnic 
Dance 
Pedagogy 
for Children
(R)
Modem
Dance
Pedagogy
for
Children
(R)
Dance
Education
Dance 
Education 
for Children
(R)
Play and 
Dance for 
Children
Creative
Dance
Pedagogy
(R)
Leisure
Dance
Education
(R)
Related
Training
Rhythmic
Training
Body
Potential
Exploration
Body
Alignment
Acting
Related Arts
Dance and 
Music (1)
Dance and 
Music (2)
Performance
Performance
(R)
Theatre
Vfanagement
(R) = requirement
Source: Department of Dance, Tainan University o f Technology
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Appendix 7-2
Syllabus of Tainan University of Technology: Four-year programme
(R) = requirement
Curriculum First Year Second Year Third Year Fourth Year
Dance
Techniques
Ballet (2) (R)
Chinese Ethnic
Dance (2) (R)
Ballet (1)(R)
Modem Dance
Chinese Ethnic (2)(R)
Dance (1) (R)
Jazz Dance
Modem Dance
(l)(R ) Aerobic Dance
Tap Dance
Social Dance
Leisure Dance
(R)
Dance Theories 
& Research
Applied Anatomy
(R)
Dance Injuiy (R)
Introduction to 
Dance (R)
Dance Notation
(R)
Movement 
Analysis (R)
Dance Aesthetics 
& Technology
Dance History
Chinese Dance 
History (R)
Western Dance 
History (R)
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Dance Education
Ballet Pedagogy
(R)
Modem Dance 
Pedagogy (R)
Chinese Ethnic 
Dance Pedagogy
(R)
Ballet Pedagogy
(R)
Modem Dance 
Pedagogy (R)
Chinese Ethnic 
Dance Pedagogy
(R)
Creative Dance 
Pedagogy (R)
Related Training
Body Potential 
Exploration
Chinese Martial 
Arts
Related Arts Body Alignment
Introduction to 
Performing Arts
j Performance
Practical Matters 
of Stage 
Performance
Theatre
Management
Dance
Composition
Dance 
Improvisation 
and Dance 
Composition (R)
Choreog^hy
(R) = requirement
Source: Department of Dance, Tainan University of Technology
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Appendix 8
Syllabus of Taipei National University of the Arts: Seven-year Programme’
Requirements of the Department
Course
Areas
Courses Credits Hours
Required/
Optional
1 year 2"^  year 3'''’ year 4’*^ year
A S A S A S A S
Western
Dance
A
Fundamental Western 
Movement Training I
4 8 Required 4/8
Fundamental Western 
Movement Training n 4 8 Required 4/8
Intermediate Western 
Movement Training I
4 8 Required 4/8
Intermediate Western 
Movement Training II
4 8 Required 4/8
Pas De Deux I 1 2 Required 1/2
Pas De Deux n 1 2 Required 1/2
Eastern
Dance
B
Fundamental Eastern 
Movement Training I
4 8 Required 4/8
Fundamental Eastern 
Movement Training n 4 8 Required 4/8
Intermediate Eastern 
Movement Training I
4 8 Required 4/8
Intermediate Eastern 
Movement Training H
4 8 Required 4/8
Body
Exploration
C
Contact Improvisation 
I
1 3 Required 1/3
Contact Improvisation
n
1 3 Required 1/3
Aborigines Dance I 1 2 Required 1/2
Aborigines Dance H 1 2 Required 1/2
Movement Analysis I 1 2 Required 1/2
Movement Analysis n 1 2 Required 1/2
Professional 
Practicum 
of Dance 
D
Fundamental 
Composition I
2 4 Required 2/4
Fundamental 
Composition H
2 4 Required 2/4
Music for Dancers I 1 2 Required 1/2
Music for Dancers H 1 2 Required 1/2
Production Crew in 
Dance I
1 2 Required 1/2
Production Crew in 
Dance 11
1 2 1/2
’ The 7-year Programme started in the autumn o f 1997. The syllabus o f  this programme that gives out 
to the public is only up to the fourth year.
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Requirements of the Majored Areas
Course Required/
Optional
year 2nd year 3"^  ^year 4th year
Areas
Courses Credits Hours
A S A S A S A S
Intermediate 
Composition I
2 4 Required 2/4
E
Intermediate 
Composition H
2 4 Required 2/4
Advanced Composition 
I
2 4 Required 2/4
Dance
Composition
Advanced Composition
n 2 4
Required 2/4
Special Topic for 
Composition I
1 2 Required 1/2
Special Topic for 
Composition H
1 2 Required 1/2
E Performance I 2 4 Required 2/4
Performance n 2 4 Required 2/4
Dance Performance E 2 4 Required 2/4
Performance Performance IV 2 4 Required 2/4
Special Topic for 
Performance I
1 2 Required 1/2
Special Topic for 
Performance II
1 2 Required 1/2
Source: Department of Dance, Taipei National University of the Arts
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Appendix 9
Syllabus of National Taiwan University of Arts
Undergraduate Day Programme - Requirements of the Department
i  First Year Second Vear
{Chinese Dance Chinese Dance
(Chinese Dance (Chinese Dance
pallet Ballet
Pallet 
Courses Dance
Ballet
Modern Dance
{Modem Dance Western Dance History
[Mongolian & Tibetan Dance Sports Injury
{introduction to Dance Dance Notation
Dance Improvisation Dance Composition
(Performance Training Introduction to Mongolian & TtWtan Daiîçe
(Dance & Music Dance Costumes
Third Year Fourth Year
pallet Repertoire
(Modem Dance Graduating Production
iModem Dance Modem Dance
Chinese Dance Technique Chinese Dance
Dance Composition pallet
Courses Ballet Technique Chinese Dance
(Modem Dance Technique Arts Administration |
Chinese Dance Technique (World Dance I
World Dance Modem Dance j
Research Methods & Writing Thesis Introduction to Modem Dance
Aesthetics Choreography ______ __
iMovement Analysis 
Pance Music 
Performance Training
Undergraduate Evening Programme - Requirements of the Department
First Year Second Year
Chinese Dance (Chinese Dance
I Courses (introduction to Art Ballet
pallet (Modem Dance
(Modem Dance pance hnprovisation
(Dance & Music (Sports Injury
(introduction to Dance
Source: Departmeiit of Dance, N ation a l Taiw an U n iversity  o f  A rts
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Appendix 10
Syllabus of Chinese Culture University
Category
Courses credits
First Year Second Year Third Year Fourth Year
Notes
Autumn Spring Autumn Spring Autumn Spring Autumn Spring
Ï I
Chinese 6 3 3
Foreign
Languages
6 3 3 Choose 1 
from 6
Language
Training
(1)(2)
4 1 1 1 1 Same as 
above
History
Courses
4 2 2 Choose 1 
from 4
Humanity
Courses
8 2 2 2 2 Choose 2 
from 9
Computer 4 2 2
Physical
Education
0 0 0 0 0 0 0
Military
Training
0 0 0
Total credi 
Arts
t: Liberal 3 2
•i
1'
1
Dance
Rehearsal
2 1 1
Dance
Production
4 1 1 1 1
Ballet 8 2 2 2 2
Modem
Dance
8 2 2 2 2
Chinese
Dance
8 1 1 1 1 1 1 1 1
Dance
Composition
2 1 1
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Materials & 
Methods o f  
Teaching 
Dance
2 1 1
Movement
Notation
2 1 1
Major
Technique
(1 )(2 )
4 2 2 Choose 1 
from 
Ballet, 
Modem  
Dance, 
and
Chinese
Dance
Major 
Technique 
(3) (4)
4 2 2
Music & 
Dance
2 1 1
Anatomy 2 2
Sports Injur)' 2 2
Introduction 
to Dance
2 2
Introduction 
to Art
2 2
Chinese
Dance
Histor)'
2 2
Western
Dance
History
2 2
Dance & 
Culture
2 2
Total Credits: Major 
Requiranents
60
Credits o f  the > ear 92 .6  ,8 17 17 8 8 4 4
Minimum Credits Prior to 
Graduation
128
Source: Department of Dance, Chinese Culture University
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A ppendix 11 
Syllabus of Taipei Physical E ducation  College
First year
Semesters Credits Courses Required/
Optional
Hours
2 2 Applied Anatomy in Dance Required 2
2 2 Introduction to Dance Required 2
2 1 Taiwanese Folk Dance Required 2
1 2 Ballet I & II Required 2
1 2 Chinese Ethnic Dance I & II Required 2
1 2 Modem Dance I & 11 Required 4
2 1 Dance Improvisation Required 2
2 1 Dance and Music Required 2
Second year
Semesters Credits Courses Required/
Optional
Hours
1 2 Western Dance History Required 2
1 2 Ballet III & IV Required 2
1 2 Modern Dance III & IV Required 2
1 2 Chinese Ethnic Dance III & IV Required 2
6 1 Dance Production Required 2
2 1 Dance Composition Required 2
1 1 Badminton Required 2
1 1 Weight Training Required 2
1 2 Sports Injury & Prevention Optional 2
1 2 Physical Activities for Early Childhood Optional 2
1 1 Aerobic Dance Optional 2
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r— 
:| Third year
Semesters Credits Courses Required/
Optional
Hours
2 2 Theory & Practice of Dance Teaching Required 3
1 2 History of Dance in Taiwan Required 2
2 1 Choreography Required 2
6 1 Dance Production Required 2
1 1 Aerobics Required 2
1 1 Aqua Aerobics Required 2
1 2 Arts Administration Optional 2
1 2 Dance Movement Therapy & Practice Optional 2
1 1 Ballet V & VI (Minor) Optional 2
1 1 Chinese Ethnic Dance V & VI (Minor) Optional 2
1 1 Modem Dance V & VI (Minor) Optional 2
1 3 Chinese Ethnic Dance V & VI (Major) Optional 2
1 3 Ballet V & VI (Major) Optional 2
1 3 Modern Dance V& VI (Major) Optional ■ 2
1 2 Dance Education for Children Optional 2
Fourth year
Semesters Credits Courses Required/
Optional
Hours
2 2 Final Production/Research Project Required 2
1 2 Seminar Required 2
1 2 Dance Appreciation Optional 2
1 2 Dance Movement Therapy & Practice Optional 2
1 2 Dance Aesthetics Optional 2
I 2 Ballet VII & VIII (Major) Optional 2
1 2 Modern Dance VII & VIII (Major) Optional 2
1 1 Ballet VII & VIII (Minor) Optional 2
1 I Modern Dance VII & VIII (Minor) Optional 2
1 1 Chinese Ethnic Dance VII & VIII (Minor) Optional 2
1 1 Modem Dance Optional 2
1 1 Ballet Optional 2
Source: Department of Dance, Taipei P h ysica l E du cation  C o llege
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Appendix 12
Syllabus of National Taiwan College of Physical Education
1. Requirements of the College
Courses
Credits
Hours
Required/
Optional
1st
year
2nd
year
3rd
year
4th
year
A S A S A S A S
Principles of Physical Education 2 2 Required 2
Human Anatomy and Physiology 2 2 Required 2
Administration and Management of 
Physical Education 2 2 Required 2
Chinese Martial Arts 1 2 Required
1
Choice of two Gymnastics 1 2 Required
Swimming 1 2 Required
1
Track and Field 1 2 Required
2-1. Requirements of the Department
Required/ 1st 2nd 3rd 4th
Courses Credits Hours Optional
year year year year
A S A S A S A S
n Introduction to Dance 2 2 Required 2
s School Dance Education 2 2 Required 2
Taiwanese Dance History 2 2 Required 2
Chinese Dance History I & 11 4 4 Required 2 2
Western Dance History I & 11 4 4 Required 2 2
Movement Analysis I & II 4 4 Required 2 2
1Basic Movement of Chinese Dance 1 & II 2 4 Required 1 1
; Taiwanese Dance I & II 2 4 Required 1 1
Chinese Ethnic Dance I, If 111 & IV 8 16 Required 2 2 2 2
Ballet 1, If III & IV 8 16 Required 2 2 2 2
Modem Dance f If III & IV 8 16 Required 2 2 2 2
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2-2. Requirements o f  the Department
Courses Credits Hours
Required/
Optional
1st
year
2nd
year
3rd
year
4th
year
A S A S A S A S
r
1Dance Curriculum Design
2 2 Required 2
Dance Pedagogy 2 2 Required 2
Ha>
1
c
Dance Music I, II, III & IV 2 4 Required 1 1
Dance Improvisation I, II, III & IV 2 4 Required 1 1 1 1
Dance Choreograph I, II, III & IV 4 8 Required 1 1 1 1
Teaching I, II, III & IV 2 4 Required 1 1
Dance Practicum I, II, III & IV 4 8 Required 1 1 1 1
Technique Major; 1. Chinese Ethnic 
Dance 2. Ballet 3. Modem Dance
11 22
3 3 3 2
Technique Minor: 1. Chinese Folk Dance 
2. Classical Ballet 3. Modem Dance
4 8
1 1 1 1
Final Production I & II 2 4 Required 1 1
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3-1. Dance Electives: choice o f  8 credits
Electives
Courses Crédits Hours
rn Field Work 2 2n
C Dance Anthropology 2 2
S Selection of Dance Articles 2 2
Theoiy And Practicum of Dance Education 2 2
Thesis Writing 2 2
Media Production 2 2
Mass Communication 2 2
Dance And Technology 2 2
Stage and Lighting Desig: 2 2
Dance Criticism 2 2
Dance Appreciation 2 2
Dance Marketing 2 2
Art Administration 2 2
Physical Fitness 2 2
Sport and Nutrition 2 2
Etence Education for Children 2 2
Othm 2 2
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3-2. Dance Electives: choice o f  5 credits
Electives
Courses Courses Hours
Tap Dance 1 2
1 Jazz Dance 1 2
Co Advanced Sport Dance 1 2
(A
World Dance 1 2
Tai-Chi 1 2
Folk Dance 1 2
Community Dance 1 2
Aerobic Dance 1 2
Theater Practicum 1 2
Dance Costume Design 1 2
Body Development 1 2
Contact Improvisation 1 2
Dance Repertory 1 2
Dance Therapy 1 2
Physical Activities for Pre-school Children I 2
Stage Cosmetic 1 2
Computer Information Management 1 2
Computer Choreograph 1 2
Weight Training 1 2
Acupressure And Massage 1 2
Exercise Injuries 1 2
Ball Sports 1 2
Others 1 2
Source: Department of Dance, National Taiwan College of Physical Education
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Appendix 13-1
Comparison of the dance curricula of the four-year programme at the
Tainan University of Technology - First year
Department o f Dance Department o f Recreational 
Dance
Ballet Ballet
Chinese Traditional Dance Chinese Traditional Dance
Contemporary Dance Contemporary Dance
Rhythmic Training Rhythmic Training
Introduction to Dance Introduction to Dance
Dance Injuries Fitness
M artial Arts
Performance Practicum
S o u rce : D e p a r tm e n t o f  D a n e e , J a in a n  U n iv e rs ity  o f  T ee ltn p to g y , 'Ta iw an
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Appendix 13-2
Comparison of the dance curricula of the four-year programme at the
Tainan University o f Technology - Second year
Department of Dance Department o f Recreational 
Dance
Ballet Ballet
Chinese Traditional Dance Chinese Traditional Dance
Contemporary Dance Contemporary Dance
Chinese Dance History Introduction to Recreation Industry
D ance Improvisation & 
Composition
Aerobic Dance
M artial Arts Tap Dance
Aerobic Dance Dance Injuries
Tap Dance Ballroom Dance
Body Alignment
Source: Department of Dance, Tainan University of Taiwan
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Appendix 13-3
Comparison of the dance curricula of the four-year programme at the
Tainan University of Technology - Third year
Department of Dance Department o f Recreational 
Dance
Ballet Teaching Recreational Ballet Curriculum 
Design
Chinese Traditional Dance 
Teaching
Recreational Chinese Traditional 
Dance Curriculum Design
Contemporary Dance Teaching Recreational Contemporary Dance 
Curriculum Design
Western Dance History Community Dance Curriculum 
Design
Jazz Dance Body Potential Exploration
Choreography Jazz Dance
Dance & Applied Technology Cheerleading
World Dance Creative Movements
Source: Department of Dance, Tainan University of Technology, Taiwan
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Appendix 13-4
Comparison of the dance curricula of the four-year programme at the
Tainan University of Technology - Fourth year
Department of Dance Department of Recreational 
Dance
Ballet Teaching Creative Dance Pedagogy
Chinese Traditional Dance 
Teaching
Administration and Management 
for Recreational Dance
Contemporary Dance Teaching Dance Therapy
Creative Dance Teaching Body Alignment
Labanotation & Analysis Marketing Strategy
Dance Production Teaching Internship
Somatics Performance Internship
Taiwanese Folk Dance
Source: Department of Dance, Tainan University of Technology, Taiwan
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Appendix 14 
Approval letter to researcher UNIVERSITY O FSURREY
Ethics Committee
TAI Juan Ann 
Dance & Theatre Studies 
FANS
10 June 2010
Dear Ann
Socio-political Study of Dance in Higher Education in Taiwan: A Bourdieusian
Approach
EC/2007/87/FAHS
On behalf of the Ethics Committee, I am pleased to confirm a favourable ethical 
opinion for the above research on the basis described in the submitted protocol and 
supporting documentation.
Date of confirmation of ethical opinion: 29 January 2008
The final list of documents reviewed by the Committee is as follows:
Document Date
Summary of the Project 29 Jan 08
Detailed Protocol 29 Jan 08
Information Sheet 29 Jan 08
Consent Form 29 Jan 08
Questionnaire/Interview Schedule 29 Jan 08
Title amendment 29 Jan 08
This opinion is given on the understanding that you will comply with the University's 
Ethical Guidelines for Teaching and Research.
The Committee should be notified of any amendments to the protocol, any adverse 
reactions suffered by research participants, and if the study is terminated earlier than 
expected with reasons.
You are asked to note that a further submission to the Ethics Committee will be 
required in the event that the study is not completed within five years of the above 
date.
Please inform me when the research has been completed.
Yours sincerely
Aimee Cox (Miss)
Secretary, University Ethics Committee 
Registry
cc: Professor T Desombre, Chairman, Ethics Committee
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Appendix 15
Sample profile o f the agents
English name: Hung 
Chinese name: XXX
Topic: CYGM  
Year attended: 1978
Group: USA-West
Professional role/title: part-time dance instructor at various schools,
volunteer for Cultural Teachers on Tour
Hung has studied dance since she was a little girl in Taipei City where 
she grew up. She studied ballet and traditional dance with Ms. Hsu Huei-mei. 
Through her uncle, Hsu Jen-shang who is one o f the living pioneers in Jazz 
and tap dancing in Taiwan, she learned Jazz and tap dancing as well. In 1976, 
she passed the entry examination and enroled in the Dance Department o f  the 
National Taiwan Academy of Arts which is now the National Taiwan 
U niversity o f Arts. In 1978, she was chosen to attend the USA-West Group o f 
the Chinese Youth Goodwill Mission that performed in 17 states in the US.
A fter graduating from the National Taiwan Academy o f Arts in 1979, 
she joined the "Song and Dance Troupe o f the M ilitary Police" in 1980. In 
1982, she transferred to dance with the "Song and Dance Troupe o f the Army". 
From 1989 to 1995, she danced with the "Song and Dance Troupe o f the 
M inistry o f National Defense". She also spent most o f the 1980s teaching 
traditional dance and Jazz at National Kuo Kuang Academy o f Arts which is 
now the National Taiwan College o f Performing Arts. In 2007, she enroled to 
study for a Master's degree in Dance at the National Taiwan University o f Arts. 
At present, she teaches dance part-time for the Programme o f Folk Sports at 
Chung Chen Junior High School in Keelung City and Dung Shin Elementary 
School in Keelung City.
Since 1994 she has worked as a volunteer for the Overseas Chinese
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Affairs Commission (OCAC) and also as one o f the dance instructors for its 
project “Cultural Teachers on Tour” . The project sends volunteers with 
specialties in traditional dance, music, and other talents to support overseas 
Chinese and Taiwanese in cultural activities. Between the summers o f 1996 to 
2007, she has taught dance classes to the youngsters o f  Chinese and Taiwanese 
diaspora in countries listed below.
2007 - Dominican Republic
2006 - USA
2005 - Australia
2004 - New Zealand
2003 - England and France
2002 - Canada
2001 - USA
2000 - Switzerland, Austria and England 
1999 - New Zealand and The Philippines 
1998 - New Zealand 
1997 - The Philippines 
1996 - The Philippines
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A ppendix 16 
Sample interview  tran scrip ts  on CYGM
Name: Cheng - 1
Date: 20 November, 2006
Time: 3.35 pm -  4.20 pm
Topic(s): Chinese Youth Goodwill Mission
Tai: From the information that I collected I learned that you were once a 
member o f the "Chinese Youth Goodwill M ission". Would you tell me 
something about that mission?
Cheng: Yes, I'd love to. It was a great experience. I will probably never forget 
that experience.
Tai: How did you get involved and what is your feeling towards the mission?
Cheng: The group I went with was the 1986 East USA Group. The mission 
was a big thing amongst college students during that time for dance majors 
and non-majors. I looked up to the people that were the members o f  the 
mission and was proud to be part o f it. When I got accepted for the first 
audition, I was determined to be part o f it until the end o f the mission. 
Although it was so hard, it was also very rewarding.
Tai: Why was it hard?
Cheng: Oh, there were several steps to go through before we actually went on 
tour. The initial step was to apply within our school, and the school did the 
first screening o f the applicants.
Tai: What were the criteria to be chosen by the schools?
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Cheng: Basically it depended on your academic performance, especially 
English, and also on any special talents that you had. For me, my special talent 
was dance, so I performed a short dance piece. Students from other 
departments did other things, such as play music instruments, perform Chinese 
Kung-fu and sing songs.
Tai: Did you have to be the teachers' favourite in order to be chosen as the 
nominee?
Cheng: I don't think so. When I was a student, I always worked hard in my 
academic courses as well as on my dance skills, and my grades were always 
fairly good. I can't say that I was the teachers' favourite but I am sure they 
recommended me based on my performance in the school.
Tai: What were the next steps?
Cheng: I attended the first round o f selections during the winter break o f the 
1985-1986 academic year. It was a week o f intensive training. We were trained 
in fitness, elocution, dance techniques and performing skills. At the end o f the 
week, the first cut was made. Then the second training session was held during 
the spring break o f 1986, which was when the final list o f participants for the 
mission was made. In the final list, only 15 participants were chosen, which 
included 5 dance-majors.
Tai: I've learned that the group lived together for some time and received 
additional intensive training before you departed. Can you talk about that?
Cheng: Yes, we were provided with a dormitory during the training sessions, 
which served a useful purpose. It showed how easy each one o f us was to live 
with. It was an important part o f training because we had to learn to stay 
together as we went on the tour. As soon as the summer vacation started, we 
were called to Taipei and spent the whole summer for training and rehearsing 
the programmes. The daily schedule started at 5 am with a flag raising 
ceremony and then had a 5000-metre jog. After the jogging, there was an hour 
o f fitness and weight training before we had our breakfast. The remainder of
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the day was scheduled for dance techniques. The summer training was much 
heavier than the two audition weeks by adding the programme rehearsals 
during the day and courses such as English and International Affairs at night. 
Officially, the schedule was to finish at 9 pm but we rarely finished on time 
because o f the punishments.
Tai: Punishments?
Cheng: Oh, my goodness, those punishments are hard to forget. For example, 
if  a single person lost concentration or made a mistake in any section, the 
whole group would be punished with press-up exercises. Then the whole 
section would be repeated again and again until no one made any mistakes. We 
had to live, work and do everything together as a whole unit. That meant, if  
someone made a mistake, the whole group would be punished, not ju st that 
individual. The dance-majors had to work even harder than the others. Not 
only were we doing more portions and technique-required dancing parts, we 
also had to assist the non-dance majors in learning their parts. It was such a 
difficult challenge that we called it 'training from hell'. With so much pressure 
I lost a lot o f weight during the training period. My mother was not able to 
recognise me on the night o f the performance before we departed for the US. 
However, I am grateful that we learned so much from those training sessions. 
We learned lots o f songs, dances, sign language and Broadway dancing.
Tai: When did you give the performance in Taiwan?
Cheng: The pre-performance upon departure was given at the end o f August.
Tai: When did you depart for the US and how long did you s^y ?
Cheng: Our mission tour started in early September anri finished m m rly  
November.
Tai: What was your impression while abroad?
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Cheng: We traveled through many cities and gave 25 performances. 
Everywhere we went, people were so friendly. Most o f  them were Chinese 
diaspora and students studying in the US from Taiwan. Their hospitality was 
something hard to forget.
Tai; Was the group dismissed after you returned to Taiwan?
Cheng: No, we were called back to perform for the soldiers at various m ilitary 
sites during the winter break o f 1986-1987 academic year.
Tai: What types o f benefits do you think that the mission provided?
Cheng: It was a great honour for the students to participate and o f course a 
great opportunity to travel abroad. Most o f all, I really learned a lot from the 
training and the experience. Now, some twenty years have past, I still 
remember those days and always share the experience with my students even 
now. I always encourage them to work together like the way we did during the 
mission. I still get excited every time I talk about it now. My memory o f the 
mission will never go away, I think.
Tai: Did you have to pay for anything or have you received any money for the 
training and the mission?
Cheng: No, we didn't have to pay for anything. When we were on the tour, 
each one o f the members received 10 US dollars every day. Besides the 15 
student members, there was one leader, one assistant leader and one stage 
manager who accompanied us for the tour. Our group had 18 people all 
together. I don't know how much money the government spent for us but I do 
remember that since all o f our necessary expenses had already been taken care 
o f and there was really no need to spend extra money, I saved most o f the 
money that we received everyday. It may not sound like a lot o f money to us 
now but for a poor student like me more than twenty years ago it really was a 
lot. Also, I don't know how much the leaders were paid for the tour, but I do 
know that they always carried a lot of cash with them in case o f an emergency. 
I remember one incident when we were travelling on the road sometime in
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October 1986, the weather suddenly turned severely cold and so our leader 
took us to a shopping mall and bought each one o f us a coat with the cash that 
he had with him.
Tai: Was there any political influence or propaganda involved in the mission?
Cheng: No, I don't think so. I didn't see any political propaganda involved in 
the mission. The main purpose o f the tour was to visit our people who were far 
away from home and were eager to see, to hear and to embrace something that 
would heal them from homesickness. As for the few American audience, we 
were there to share with them our culture through dance and music.
Tai: This is different from what I have heard from other people. Someone told 
me that political influence was pretty strong in the mission.
Cheng: Some people might have different feelings, but that's not how I felt 
about the mission. The mission made us strong in many ways. For example, 
the physical training strengthened our endurance for the intensive 
performances and travelling itinerary on the tour. The dance classes and 
programmes improved my performing skills. Anyway, I didn't feel that we 
were under political influence at all.
Tai: The mission no longer exists. What are your feelings about that?
Cheng: I heard that, in the latter years, the mission was not as tough as it had 
been. A member o f the 1992 Europe Group told me that they did not have to 
work as hard as we did. From what I have heard about the mission in the 5>0s, 
the level o f quality was not maintained. That being the case, I would prefer 
having it stopped in order to preserve its reputation and  also allow our 
government to save the money.
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Name: Cheng - 2 
Date: 29 June, 2007 
Time: 3.36 pm -  4.10 pm
Topic(s): Personal profile, Chinese Youth Goodwill Mission
Tai: I would like to ask you more questions about the "Chinese Youth 
Goodwill Mission".
Cheng: Sure.
Tai: Before we continue with that topic, can you tell me a  little bit about 
yourself, commenting on your dance experience and education background?
Cheng: I grew up in Tainan City, Taiwan and have studied with many 
well-known dance teachers in the city. In 1983, I enrolled in the Danoe 
D epartment o f Chinese Culture University, Taiwan and graduated from the 
University in 1987.
Tai: Did you start teaching at the National Tainan Chia-chi G irl's Senior High 
School as soon as you graduated from the University?
Cheng: No, I started my teaching career a t the Liu-hsin Senior High School m  
Tainan City in 1987, and stayed until 1990.
Tai: What was your position and did that school have a  dance department?
Cheng; No, that school did not have a dance department. I was hired a s  a 
fu ll'tim e dance instructor for the Cosmetology Department. I taught dance to 
the students in a course entitled "Make-up and Overall Appearance".
Tai: Did you transfer to the National Tainan Chia-chi Girl's Senior High 
School as soon as its Programme of Special Education for Dance-talented
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started?
C heng: No, in 1990, I took a year o ff from working because o f  my health 
condition. The Programme o f Special Education for Dance-talented at 
"Chia-chi" started in 1990 but I joined the faculty in 1991.
Tail Your position at "Chia-chi" has changed quite a lot. Can you talk about it?
Cheng: I was a dance instructor for the Programme between 1991 and 2000. I 
became the director o f the Programme in 2000, and then, in 2005, I took the 
position as the Dean o f the Student Affairs o f the school.
Tai: From what I've learned, you pursued graduate study after you graduated 
from university. Can you describe this period o f study, please?
Cheng: I enrolled in the National Taiwan Normal University to study 
education courses during 1988-1989 academic year. During the 1994-1995 
academic year, 1 went to the same University to study for special education. In 
2004, 1 completed my Master's degree from the Programme o f Giftedness, 
D epartm ent o f Special Education, o f the same university.
la i:  Did you take any time off from teaching for your studies?
Càemg: No, 1 did not take any time off from teaching. I was working fulH im e 
all those years as 1 studied for the courses that 1 just told you about.
la i:  1 see. Now, let’s move the topic back to the Goodwill M ission.
€A*#g: Ok.
Xai: Did you mention your participation in the mission when you were hunting 
for a job?
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Cheng: No. I've only had to two jobs and during the interview process for both 
I didn't really mention anything about being a member o f the mission.
Tai: What were the two interviews and when?
Cheng: One was in 1987 when applying for the teaching position at the 
Liu-hsin Senior High School. The second one was in 1991 for the school that I 
am working at now.
Tai: Why didn't you mention your mission experience?
Cheng: I didn't think it was necessary to talk about it during a job  interview.
Tai: You mentioned in our previous interview that the experience in the 
mission strongly enriched you in many ways. Can you give me more 
examples?
Cheng: I did receive a lot o f benefits from that experience. 1 have always been 
a  strong-willed person. I became even stronger in facing challenges after the 
training sessions and the actual mission tour. However, I don't think that 
training was suitable for everyone. It required teamwork and endurance. For 
example, in order to get some rest, everyone had to give his/her best effort and 
really work together. No one was allowed to work alone or try to be the star o f 
the group. You had to be really strong both physically and psychologically in 
order to survive it. It was not ordinary dance training but more like military 
training.
Tai: You also mentioned in the previous interview that the experience with the 
mission is a good topic to tell your students about now. Can you tell me more 
about what you have said or have been saying to your students?
Cheng: Every time I talk about those days, I can feel my eyes open wide and 
strong emotions growing inside my heart. When I went on a performance tour 
with my students, 1 used my experience to tell them how important it is to
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work together as a team. Everything must be done by the whole group. For 
example, there is no difference between personal bags and group bags when 
we are loading or unloading them. We carry them all together.
Tai: Did you miss a lot o f classes when you were on the tour? If yes, how did 
you make them up?
Cheng: O f course, I missed lots o f classes. But since I was sent by the 
government, it didn't count as a regular absent. Therefore my attendance 
wasn't affected. However, I still had to take make-up quizzes, borrow notes 
from my classmates and study on my own for the exams. Also, my class was 
already preparing the programme for our graduating performance tour while I 
was still on tour in the US. My teachers saved a space for me in some o f the 
dances. I had to learn the dances in a short time in order to catch up with 
others.
Tai: Do you stay in contact with the other members in your group?
Cheng: Yes, some o f them. I've just heard some more information recently. I 
am proud to say that some o f us are quite successful now. For example, our 
leader, Mr. Ger Yeong-kuang is now a full professor at the National Taiwan 
University. Kuo Shan-sha, who was one o f the participants, is now the 
Secretary General o f the Taiwan Semiconductor M anufacturing Company's 
Education and Culture Foundation. Chen Chun-cheng, also a student 
participant back then, is now an agent who runs the "Four-Season-Red 
Performing Arts Agency", one of the few successful arts agencies in Taiwan. 
Chang Yu-huan was a member of the 1986 USA-West Group. She is now a 
performing member o f the prestigious Cloud Gate Dance Theatre. We are 
planning to have a  get-together sometime this year. (Pause) I have to say this 
again. Participating in the mission did not give us special privileges in our 
career pursuits, but rather the training was what counted most. The training 
made us strong and so that whoever survived that difficult regiment became 
tougher than most people would be when facing difficult situations in life.
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Appendix 17
Sample interview transcripts on education reforms at TUT
Name: Ting 
Date: June 13, 2008 
Time: 9:00 — 10:00 am 
Topic(s): Education Reform
Tai: Can you share with me your training background and teaching 
experience?
Ting: 1 took my first dance class at a private dance studio when I was 13 years 
old, but that only lasted for one month. Then I had another chance to study 
dance at another dance studio when 1 was 14 years old, but again, that also 
only lasted for one month. I had no other chances to study dance until I was 
much older. When I was 24 years old, I took aerobics for the first time at a 
private dance studio in the city. Some time later, aerobics was getting popular 
in Taiwan, and private studios wanted to expand their classes and needed more 
instructors. I auditioned at one studio, and out o f 16 competitors, I was hired 
as one o f the three trainees. There followed some intensive training, after 
which I was given some aerobics classes to teach. The owner o f the studio had 
a diploma in dance and so people did not question my own qualification for 
teaching. However, six months later, I was pregnant and had to stop teaching. 
After that time, I taught intermittently for many years. I once opened my own 
studio, but was not successful and therefore sold it to someone who had a 
diploma in dance. I realised that not having a diploma in dance made it 
difficult to attract students, so in 2000, at age 32, I enroled at Tainan Woman's 
College to study for an associate degree in dance. I also went back to teach 
aerobics at the studio where I used to work, and through that studio, 1 joined 
the Health and Exercise Association, Total Fitness & Health Life Development 
Association and Aerobics and Fitness Association of America (AFAA). From 
the annual workshops, these associate sponsors, I improve m yself from 
receiving new fitness information, teaching materials and teaching certificates. 
This information was not available in the dance department. However, in the 
dance department, I was able to learn knowledge about dance and receive a
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diploma at the end, which is not available at studios. 1 was lucky to be able to 
do both at the same time, although the process was very hard to endure. In 
2002, I continued to study for a BA in dance and taught aerobics at the same 
studio. After I received my BA in 2004, I was hired to teach at various places, 
including the dance department o f Tainan University o f Technology. In 2005, I 
was accepted by the graduate programme o f the Department o f Leisure 
Management o f Leader University. At this time, 1 am still working on my MA 
and teach at various places.
Tai: What are the course(s) that you teach in the dance department o f  Tainan 
University o f Technology?
Ting: I teach Leisure Dance Education to the seven-year programme and 
A erobic Dance to the four-year programme.
Tai: Have you encountered any problems while teaching at this university?
Ting: The 2004-2005 academic year was the first year that I was offered a 
position to teach at the dance department of TUT. I accepted the offer but was 
nervous about it. I had trouble eating and sleeping well for at least three weeks 
before I started teaching. I knew I was going to teach dance-major students, 
most o f whom were more skilful than I was in dance techniques. Under 
tremendous pressure, I was terrified and was not sure that 1 was qualified to be 
their teacher. However, I did not want to lose the opportunity o f teaching a t a 
dance department at the college level. It was a rare opportunity for someone 
like me. To me, it was an honour. Once I started teaching, I knew I had the 
ability o f teaching aerobics which was not familiar to most of them. They had 
to adjust their habitual way o f moving in order to catch up with me. They were 
humble students and I really appreciated that. Other than conquering my fear 
before the first class started. I’ve never had problems teaching a t this 
university. By the way, I was hired to replace another teacher who did not have 
a BA degree. I was lucky to have this job as soon as I finished my BA. My 
diploma helps me a lot.
Tai: Why is the diploma helpful to you?
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Ting: Having a diploma is very important in this society. When a teaching 
opportunity opens up, people usually look at the diploma first then the ability 
and skill are examined later. That was the reason why I decided to study for an 
associate degree when I was already 32 years old. My purpose o f getting a 
diploma in dance was to learn more about dance and also to be respected by 
others. Before that, 1 felt looked down upon by many others who hold 
diplomas in dance. When I started my study for the associate degree, 1 was 
under tremendous pressure. It took me about six months to get used to the new 
environment and to regain my confidence. I was surrounded by a group o f 
classmates who were about 18 or 19 years old. 1 had very little experience in 
serious dance such as ballet, contemporary dance and traditional dance, but I 
was required to take most o f these classes. During that time, I had to 
committee m yself to be a full-time student and an aerobic instructor, a wife 
and a mother as well. 1 was lucky and thankful that my teachers and 
classmates gave me their best support and encouragement. After I finished my 
associate degree, I sensed more respects from people who surrounded me. 
Encouraged by that feeling, I continued to finish my BA in dance. Now I am 
continuing to study for a MA to find a full-time teaching position in the 
college level. I am over forty years old and am tired o f running around from 
place to place as a part-time teacher. A full-time teaching position would make 
me feel secure about my career. In order to reach that goal, 1 must continue to 
study for a higher diploma.
Tai: Have you encountered any difficulties in your field?
j: Although 1 have a BA, many teaching certificates and am working on 
my MA, I am still not receiving much respect from many o f the dance 
instructors that I met who specialise in serious dance. In their minds, aerobic 
dance is scarcely comparable to that of ballet, contemporary dance or Chinese 
traditional dance. Many o f them look down on the leisure business and people 
who teach recreational dance such as Jazz dance, tap dance or street dance. 
Also, where you teach is important. For many people, regardless o f whether in 
serious dance or recreational dance, one prefers to get a teaching position in a 
high school or college level. Teaching in these kinds o f schools is honourable 
and feels socially higher than teaching at a private studio or health club. In 
fact, teaching at a school does not command more money than teaching at the 
studios or clubs. It just sounds good. Therefore, even though making money is 
a big issue for most o f us, people seek to find a position, even one hour per
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week, at the schools. Before I started teaching in the university level, I was 
not socially respected by most people that I met because the places I taught 
were studios and clubs. Now the situation is better than before.
Tai: Are there any benefits that you see in your field from the reforms? If yes, 
please specify the benefits.
Ting: The Department o f Recreational Dance will be a great place for people 
like me, in the field o f leisure business or recreational dance, to get a diploma. 
As more o f these people hold diplomas in higher education, we may expect 
them to have an equal position with those people who are specialised in 
serious dance. Not many people in my field have the kind o f courage to endure 
the training in serious dance in order to get a diploma. They would be more 
attracted to study in an environment where recreational dance is the major 
course whilst the serious dance is an additional course. It's a pity that the 
Department o f Recreational Dance only lasted for two years. I know some 
people were just planning to apply but were disappointed about it's being 
renamed back to the Department o f Dance.
Tai: Do you agree or disagree that the reforms will be beneficial for the 
development o f dance? Please elaborate.
Ting: 1 agree that having a Department o f Recreational Dance would be 
beneficial for the development o f dance in Taiwan. It would be a place for 
someone who is interested in majoring in recreational dance to study for a 
diploma. As more of the recreational dance majors hold diplomas from higher 
education, they would receive more respect from the serious dance majors. 
They would no longer feel dominated in the field o f dance and in the society 
as well. Also, recreational dance can be seen as a kind o f exercise. Nowadays, 
people are aware o f how important health is to us. In order to have a healthy 
life, we must exercise. We can promote that doing recreational dance is not for 
recreation only but for exercise too. In that respect, the Department of 
Recreational Dance will help to train instructors who can help people to 
exercise and dance. The result is that, dance will be accepted by more people 
and become more popular in this society.
Tai: Do you agree or disagree that the reform will be beneficial for the
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students who are majoring in recreational dance?
Ting: It will create more job opportunities for the students after they graduate 
from the Department of Recreational Dance. In Taiwan, there aren't many 
performing opportunities for people who majored in serious dance. Therefore, 
most o f them teach children's dance classes after they graduate from university. 
However, we all sense that the birth rate has been decreasing recently, and a 
low birth rate has made it difficult for finding jobs in teaching dance to 
children. It will be even harder ten years from now. But this won't affect the 
recreational dance major students so much. They can choose to be performers, 
fitness instructors or dance instructors for all ages.
Tai: How were the reforms implemented in your classroom?
Ting: Instead o f teaching aerobics as a robotic exercise, I have incorporated 
dance movements such as bounce, relevé, swing and battement into the 
exercises that I teach. From my training o f serious dance in this department, I 
am able to teach aerobics as if  I am teaching dance class. Therefore, in my 
class, I am not only looking at how much they sweat and how fast their hearts 
beat per minute, but also at their postures and alignments.
Tai: How have the reforms affected the teachers?
Ting: If  the department were still named o f Department o f Recreational Dance, 
other teachers like me would be getting more teaching hours. In that situation, 
I (or other teachers who are specialised in recreational dance) might have a 
chance to be hired as full-time instructor in this department. However, since 
the department name was changed back to the Department o f Dance, there are 
fewer teaching hours for me and the other teachers who are specialised in 
recreational dance. It's also unlikely that any one o f us would be hired as a 
full-time instructor, regardless o f our qualifications.
Tai: How have the students reacted to the reforms?
Ting: I can't sense how the students react to the reforms o f this department.
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Since I am just teaching part-time, I don't have very much time to relate with 
them outside o f my class.
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